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AUTHOR’S  PREFACE. 


In  presenting  this  book  to  the  public  I feel  that  I 
am  supplying  a want  long  felt  by  teachers,  stu- 
dents, readers,  etc. 

There  are  many  works  upon  the  subject  which 
are  almost  entirely  theoretical ; and  while  theory 
is  certainly  indispensable  to  the  study,  yet  it  is  the 
practical  work  which  is  required  to  produce  the 
best  and  most  material  results. 

Of  what  use  is  it  to  a person  to  be  able  to  ex- 
pound the  theory  and  philosophy  of  the  work  if 
he  cannot  exemplify  the  results  in  his  own  body  ? 
What  he  needs  is  good  practical  training  to  relax 
the  stiffened  muscles  and  put  grace  into  the  awk- 
ward limbs. 

It  is  for  this  purpose  that  I have  prepared  this 
book  and  have  endeavored  to  make  it  thoroughly 
practical,  and  at  the  same  time  as  simple  as  possi- 
ble. The  work  is  arranged  in  the  form  of  simple 
practical  lessons  easily  grasped  by  the  novice. 


Florence  A.  Fowle  Adams. 
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GESTURE 


AND  PANTOMIMIC  ACTION. 


PHILOSOPHY  OF  EXPRESSION. 


HE  first  requisites  of  dramatic  expression 


^ are  : In  the  first  place,  the  power  of  com- 
plete surrender  of  the  will  to  the  emotions,  and 
secondly,  the  entire  subjectivity  of  the  body 
and  its  agents  to  the  will. 

What  is  the  will  ? 

It  is  the  power  of  self-determination.  It 
creates  forms  of  action  in  the  body  suitable 
to  realize  the  purpose  of  the  being.” 

And  what  is  the  being?  Is  not  it  and  the 
body  one  and  the  same  ? 

Ah,  there  you  are  wrong.  The  body  is 
merely  the  shell  or  outward  material  covering 
for  the  being  and  is  mortal  and  perishable. 
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EXPRESSION. 


while  the  being  is  that  mystic,  subjective,  im- 
mortal and  imperishable  portion  of  man  — the 
soul.  For 

“ Dust  thou  art,  to  dust  returneth, 

Was  not  spoken  of  the  soul ! ” 

All  expression  is  but  the  manifestation  of 
the  being  by  the  body  and  its  agents.  So  to 
the  student  of  expression  I will  say,  that  the 
art  of  truly  manifesting  by  some  sign,  position 
or  motion  of  the  body  or  its  agents,  the  emo- 
tions which  sway  the  being,  is  the  only  true  art 
of  expression.  But  it  must  be  remembered 
that  signs,  positions,  motions,  etc.,  are  not  in 
themselves  exgjressioiis,  but  only  the  instru- 
ments of  expression,  and  that  they  are  never 
truly  expressive  only  when  they  reveal  to  the 
spectator  the  mystic  life  of  the  being. 

The  student  must  also  develop  the  element  of 
spontaneity  as  all  manifestations  of  the  being 
are  spontaneous.  He  must  likewise  be  able  to 
wholly  conceal  from  the  view  of  the  spectator 
the  mechanical  means  by  which  he  arrives  at 
his  effects,  for  the  moment  that  mechanism 
becomes  apparent,  that  instant  his  movements 
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cease  to  be  effective,  as  all  sense  of  effort  in 
expression  obscures  and  misleads  the  mind  of 
the  spectator  and  brings  into  view  the  machinery 
instead  of  only  the  effects  produced  by  that 
machinery. 

There  are  three  distinct  forms  of  expression 
in  man  — vocal,  verbal  and  imntomimic. 

VOCAL  EXPRESSION. 

Vocal  Expression  is  the  lanofnao^e  of  the 
physical  or  vital  principle  of  being.  It  is  the 
manifestation  by  the  natural  or  inarticulate 
tones  of  the  voice  of  the  vital  or  physical 
nature.  Exam2Dles  — the  groan,  the  laugh,  the 
cry. 

VERBAL  EXPRESSION. 

V ERBAL  Expression  is  the  language  of 
reason.  It  is  the  manifestation  by  articulate 
tones  of  the  reflective  principle  of  being. 

Tones  in  themselves  are  inarticulate  and  vital, 
and  manifest  conditions  — sensations — but  ar- 
ticulation or  speech  is  form  given  to  vocal  ex- 
pression, and  is  mental,  manifesting  reflection. 
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PANTOMIMIC  EXPRESSION. 

Pantomimic  Expression  is  the  lanoriaofe  of 
the  soul.  It  is  the  manifestation  by  the  atti- 
tudes, bearings  or  gestures  of  the  body  or  its 
agents,  of  the  reflective,  emotive  or  essential 
states,  characteristics  or  emotions  of  the  being. 

Pantomime  manifests  the  causey  of  which 
speech  is  the  effect,  and  as  a general  rule  should 
precede  speech,  for  unless  the  cause  is  perceived 
before  the  effect,  the  full  meaning  and  express- 
iveness of  the  effect  is  lost. 

Never  allow  the  voice  to  usurp  the  place  of 
gesture,  and  do  not  strain  for  effects  ; for  if 
the  emotion  be  truly  felt  by  the  artist,  and  he 
has  thoroughly  trained  himself  to  the  perfect 
expression  of  that  emotion,  the  inward  emotion 
and  the  outward  expression  of  that  emotion 
will  sufficiently  color  the  voice  without  conscious 
effort  on  the  part  of  the  artist.  We  all  know 
that  it  is  impossible  to  speak  in  an  angry  tone, 
or  in  a tone  of  menace,  with  an  expression  of 
joy  or  happiness  upon  the  face. 

The  great  Regnier  used  to  say  to  his  pupils 
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that  in  order  to  read  well  one  must  be  true  and 
sincere,  speak  simply,  and  above  all  things 
avoid  a sing-song  method  of  speaking.  So, 
thoroughly  master  these  forms  of  expression, 
and  the  coloring  of  the  voice,  without  which  all 
reading  or  speaking  would  be  but  dull  and  in- 
sipid, will  follow  easily  and  naturally  from  the 
expression  shown  upon  the  face,  and  the  face 
should  express  the  climax  of  imssion  rather 
than  the  voice. 


RELAXING  EXERCISES. 


Refore  beginning  tlie  study  of  the  laws  and 
principles  of  Pantomime,  we  must  first  put  the 
body  in  a fit  condition  to  express  our  emotions 
in  the  highest  and  most  artistic  manner.  For 
this  purpose  we  have  the  relaxing  exercises, 
which  give  flexibility  to  the  muscles  and  joints 
and  thus  thoroughly  free  the  channels  of 
expression. 

These  exercises  develop  the  faculty  in  the 
will  of  complete  self  surrender. 

EXERCISE  I. FOR  FINGERS. 

1.  Grasp  left  hand,  thumb  of 
right  upon  palm  of  left,  fingers 
of  right  upon  back  of  left,  back 
of  left  parallel  with  floor.  With- 
draw energy  from  fingers  of  left 
and  shake  with  right.  Practise  these  first  with 
one  hand,  then  with  the  other. 
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EXERCISE  II. 

2.  Grasp  left  hand, 
thumb  of  right  upon  back 
of  left,  finofers  of  riofht 
upon  palm  of  left,  palm 
parallel  with  ground.  Withdraw  energy  from 
fingers  of  left  hand,  and  shake  with  the  right 
hand. 


EXERCISE  III. 

3.  Grasp  the  left 
hand  with  the  right, 
the  thumb  of  right 
hand  resting  upon  the 
palm  of  left,  side  of 
hand  parallel  with  ground.  Withdraw  energy 
from  finofers  of  left  hand  and  shake  them  with 
riofht  hand. 

EXERCISE  lY. FOR  WRIST. 

1.  Hold  the  arm  in 
this  position,  the  hand 
hanging  as  a dead 
weight  from  forearm. 
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RELAXING  EXERCISES. 


Shake  from  forearm.  Put  no  energy  in  the 
hand^  the  whole  force  should  come  from  fore- 
arm. 

Imagine  the  forearm  a stick,  and  the  hand  a 
glove  fastened  to  one  end.  You  can  readily 
see  that  when  the  forearm,  or  stick,  is  shaken, 
the  glove,  or  hand,  will  simply 


2.  Hand  in  this 
position,  thoroughly 
relaxed,  shake. 


3.  Hand  in  this  position, 
shake. 


4.  Hand  in  position  of  Exercise  1.  Shake 


forearm  with  a rotary  motion.  This  is  to  be 


done  with  the  hand  in  the  three  positions. 

EXERCISE  V.  — FOR  FOREARM  AND  ELBOW. 

Raise  upper  arm  to  level  of  shoulder,  allow- 
ing forearm  and  hand  to  hang  as  a dead  weight. 
Shake  upper  arm  from  shoulder.  This  is  the 
most  difficult  of  all  the  relaxing  exercises,  and 
must  be  practised  very  carefully. 


RELAXING  EXERCISES. 
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EXERCISE  VI. — WHOLE  ARM. 

1.  Arms  hanging  a dead  weight  from 
shoulders,  rotate  the  body  from  the  ankles. 
Arms  will  swing  in  all  directions. 

2.  Raise  arms  above  the  head.  Withdraw 
energy  from  them,  arms  will  fall  a dead  weight 
to  side. 

3.  Arms  hanging  relaxed  from  shoulders, 
impel  the  body  forward  and  back,  taking  a 
wide  base  for  the  feet  and  bending  the  knees. 
Begin  slowly,  and  gradually  increase  the  im- 
petus. Arms  Avill  swing  as  a pendulum,  and 
as  the  impetus  increases,  they  will  gradually 
describe  a circle. 

EXERCISE  VII.  — FOR  SHOULDERS. 

1.  Arms  hanging  at  side.  Throw  arms  up 
allowing  backs  of  hands  to  strike  above  the 
head.  Keep  elbows  straight,  and  arms  relaxed, 
hut  not  stiff.  As  the  muscles  of  the  shoulders 
become  relaxed  the  backs  of  hands  will  meet 
with  perfect  ease.  It  is  better  to  begin  this  ex- 
ercise by  throwing  one  arm  up  at  a time,  giving 
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it  sufficient  iiupetus  to  carry  it  over  as  far  as 
possible. 

2.  Raise  arms  directly  in  front  of  body  to 
level  of  shoulders,  wrists  crossed. 

3.  Throw  arms  behind  body.  Be  careful  to 
keep  elbows  straight  and  arms  upon  level  of 
shoulders.  If  this  is  not  done,  the  shoulder 
muscles  do  not  receive  the  full  benefit  of  the 
exercise.  Do  not  strain  the  muscles  in  your 
endeavor  to  relax  them.  Practise  this  exercise 
easily  and  carefully. 

EXERCISE  VIIL  — THE  HEAD  AND  NECK. 

1.  Withdraw  energy  from  neck  and  allow 
head  to  drop  lifelessly  upon  breast.  Raise  it 
and  allow  it  to  drop  backwards,  then  to  right, 
then  left,  then  with  a rotary  motion.  Re- 
member the  head  is  not  to  be  carried  to  these 
points  but  allow  it  to  c/ro/9  lifelessly. 

2.  Bend  body  forward  at  waist,  allowing 
head  to  hang  lifelessly.  Rotate  body  at  waist, 
allowing  head  to  swing  as  it  will. 

EXERCISE  IX. ANKLES. 

1.  Withdraw  energy  from  ankles  and  shake 
from  knee. 


RELAXING  EXERCISES. 
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EXERCISE  X.  — KNEE. 


Stand  upon  a foot-stool.  Lift  leg  as  high  as 
possible  to  the  front  from  hip,  relaxing  knee 
and  lower  part  of  leg  completely.  Drop  life- 
lessly. 


EXERCISE  XI.  — HIP, 

Same  position  as  in  preceding  example.  Raise 
free  leg  at  side.  Drop  lifelessly. 

•EXERCISE  XII.  — ENTIRE  LEG. 

Stand  upon  a foot-stool.  Withdraw  energy 
from  free  leg  and  swing  it  by  a rotary  motion 
of  .the  body. 

EXERCISE  XIII, THE  WAIST. 

Upon  the  elasticity  of  the  waist  muscles  de-  ' 
pends  almost  entirely  the  suppleness  of  the 
body. 

1.  Stand  in  an  easy  position.  Relax  mus- 
cles of  neck,  allowing  head  to  fall  forward. 
This  will  draw  the  torso.  Relax  the  waist 
muscles  and  allow  body  to  fall  at  the  waist  as 
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RELAXING  EXERCISES. 


far  forward  as  possible.  The  same  conditions 
at  the  side  and  at  the  back. 

2.  Withdraw  all  energy  from  waist  muscles. 
Allow-  the  body  to  fall  as  far  forward  from 
waist  as  possible.  Rotate  the  body  from  waist. 

EXERCISE  XIV. ENTIRE  BODY. 

Stand  with  weight  upon  back  leg.  Bend 
the  back  knee,  at  the  same  time  inclining  torso 
forward  and  head  back.  Sink  as  low  as  pos- 
sible upon  back  knee.  Withdraw  energy  from 
back  knee,  simultaneously  relaxing  all  the  mus- 
cles. The  body  will  fall  to  the  ground. 

EXERCISE  XV. — THE  EYELIDS. 

Withdraw  energy  from  lids  and  allow  them 
to  fall  over  eyes  as  if  going  to  sleep. 

EXERCISE  XVI.  — THE  JAW. 

Relax  jaw  and  allow  it  to  drop  lifelessly. 
Grasp  it  with  both  hands  and  move  it  hy  means 
of  the  hands  only  from  side  to  side,  forward 
and  back,  up  and  down,  and  with  a rotary 
motion. 


RELAXING  EXERCISES. 
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EXERCISE  XVII.  — CHEEKS  AND  LIPS. 

Relax  as  completely  as  possible  the  muscles 
of  cheeks  and  lips.  Shake  head  vigorously. 
This  exercise  is  apt  to  cause  slight  dizziness  at 
firstj  and  should  be  practised  only  at  short  in- 
tervals. * 

All  of  these  relaxing  exercises  must  be  prac- 
ticed faithfully  and  regularly,  but  with  dis- 
cretion. 


RECOMPOSING. 


We  have  now  thoroughly  freed  the  muscular 
tissues  from  their  old  automation,  and  put  them 
in  condition  to  admit  of  the  free  flowinof  of 
nervous  force  from  one  articulation  to  another. 
The  purpose  of  the  recomposing  exercises  is  to 
develop  this  last  faculty,  which,  when  consum- 
mated, gives  to  our  movements  that  smoothness 
which  is  so  essential  to  perfect  grace. 

The  gradual  unfolding  of  the  arm  must  he 
commenced  from  the  shoidder,  the  upper  arm 
leading.  Always  keep  this  in  mind.  Never 
under  any  circumstance  follow  the  prevalent 
but  erroneous  idea  of  leciding  from  the  wrist. 

There  are  really  but  two  fundamental  exercises 
for  the  development  of  graceful  arm  movement ; 
these  conquered,  all  other  forms,  which  are 
combinations  and  variations  of  the  fundamental 
principles  wall  easily  follow. 
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The  first  fundamental  set  of  exercises  are  for 
the  wrist.  Their  purpose  is  to  enable  the  hand 
to  pivot  easily  on  the  wrist,  instead  of  allowing 
the  hand  to  place  itself. 


EXERCISE  I. 


1.  Hold  right  arm  in  this 
position,  hand  hanging  relaxed, 
tips  of  middle  fingers  resting 
upon  back  of  left  hand. 


2.  Carry  right  arm 
down,  sinking  wrist. 

Then  carry  arm  up 
again,  and  so  on.  Con- 
tinue this  movement 
for  several  moments. 

Be  careful  to  keep  tips  of  fingers  of  right 
hand  upon  hack  of  left  throughout  the  exercise, 
and  alloAv  the  hand  to  be  wholly  governed  by 
the  motion  of  arm  and  wrist. 
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RECOMPOSING. 


EXERCISE  II. 


1.  Gradually  remove  tips 
of  fiiipfers  from  back  of  left 
hand,  but  retain  left  hand  in 
the  same  position. 


2.  Continue  the  mo- 
tions of  Ex.  1,  being  care- 
ful to  keep  the  same  space 
between  tips  of  fingers  of 
riofht  hand  and  back  of 
left,  throughout  the  exer- 
cise. 


EXERCISE  III. 

Raise  arm  to  level  of  shoulder,  hand  relaxed. 
Sighting  some  object  in  space,  fix  tips  of 
fingers  upon  that  spot.  Keeping  the  fingers 
upon  the  spot,  depress  or  sink  the  upper  arm, 
then  the  elbo  w,  then  the  wrist.  When  the  hand 
has  attained  its  full  development  upward,  slowly 
drop  the  arm,  allowing  the  hand  to  float  through 
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the  air,  as  a feather.  Practise  this  exercise  in 
all  directions  and  altitudes,  first  with  one  arm, 
then  with  the  other,  then  both. 

Be  careful  not  to  put  the  slightest  energy 
into  the  hand.  Let  the  wrist  take  care  of  that. 

The  next  set  of  exercises  has  for  its  purpose 
the  training  of  the  upper  arm  to  its  proper  use. 


EXERCISE  I. 


1.  Turn  the  upper  arm 
in  such  a manner  as  to 
bring  elbow  out  at  side, 
and  back  of  hand  parallel 
with  the  body. 
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2.  Slowly  rotate 
upper  arm  around  to 
front  as  far  as  possible 
without  straininof  the 
muscles  until  palm  of 
hand  is  turned  towards 
the  front.  The  upper 
arm  will  turn  the  fore- 
arm, and  the  forearm 
will  turn  the  hand. 
The  hand  should  hang 
relaxed,  and  pivot  up- 
on wrist.  Be  very 
careful  in  turning  the 
upper  arm  not  to  ele- 
slio;htest  decree. 


vate  the  shoidder  in  the 

EXERCISE  II. 


1.  Turn  upper  arm. 

2.  Slowly  raise  arm  (to  front),  at  the  same 
time  rotatino’  it  as  in  Exercise  1.  Practise  this 
exercise,  raising  the  arm  to  different  altitudes, 
from  the  lowest  to  the  hioEest.  The  rotatino^ 

o o 

of  the  upper  arm  must  not  cease  until  the  re- 
quired altitude  is  readied. 


RECOMPOSING. 
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EXERCISE  III. 

1.  Turn  upper  arm.  (See  illustration  in 

2.  Raise  arm  slowly  to 
level  of  shoulder  (force 
coming  from  upper  arm), 
forearm  and  hand  hano^ino* 

o 55 

relaxed  and  pendent.  The 
illustration  show's  the  posi- 
tion of  the  arm  when  it  has 
reached  the  level  of  the 
shoulder. 

3.  Rotate  upper  arm, 
at  the  same  time  sinkino- 

O 

it  and  bringing  elbow  in 
toward  side.  This  will 
throw  the  forearm  up ; 
the  hand  still  relaxed  and 
nendent. 


Exercise  1.) 


!!>  V 
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HE  COMPOSING. 


4.  Straighten  forearm,  and  lastly  the  hand. 
Slightly  raise  elbow  as  the  forearm  straightens. 
Practise  this  exercise  until  it  can  be  done 


smoothly  and 
easily,  the 
nervous  force 
tl  o w i n p'  in 

O 

harmonious 

succession 


from  the  shoulder  to 
the  tips  of  fingers. 


THE  SPIRAL. 


This  is  merely  the  last  exercise  perfected  ; 
commenced  at  a low  altitude  and  carried  in  con- 
tinuous motion  to  the  hio'hest. 

Commence  the  same  as  in  the  last  exercise, 
only  at  a lower  altitude,  and  just  before  the 
straightening  of  forearm  has  ceased  again  raise 
upper  arm  to  the  next  altitude,  relaxing  forearm 
and  hand,  and  continue  the  same  motion. 
Allow  the  tip  of  middle  finger  to  trace  the  lines 
of  the  spiral.  As  you  near  the  top  of  your 
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spiral  the  circles  must  narrow,  until  the  move- 
ment  is  very  slight,  and  finally  ceases,  the  fore- 
fing'er  forming  the  apex  of  the  spiral. 

Practise  this  exercise  in  all  directions,  per- 
pendicularly, obliquely,  and  horizontally.  In  the 
horizontal  spiral  the  lines  will  take  this  form. 


THE  SERPENTINE. 


1.  Raise  arm  to  level  of  shoulder,  elbow 
straight,  hand  relaxed  and  pendent. 

2.  Depress  wrist. 


28 


RECOMPOSING, 


4.  Rotate 
forearm  from 
elbow  until  tips 
of  fingers  point 
towards  floor. 


5.  Throw 
hand  up  upon 
wrist,  relaxing 
the  fingers. 


li 
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RECOMPOSING. 


8.  Bring*  elbow  to  side, 
turning  hand  out  (still  re- 
laxed). 


9.  Send  arm  out,  at  the  same  time  ener- 
gizing hand,  as  in  the  first  illustration. 

This  exercise  must  be  practised  until  it  will 
appear  one  continuous  gliding  motion,  and 
must  be  as  suggestive  of  the  writhing  of  a ser- 
pent as  possible. 

We  have  now  the  feather,  spiral  and  serpen- 
tine movements  for  the  arm,  all  of  which  bring 
into  play  spiral  and  circular  lines. 

The  next  exercise  is  composed  of  straight 
lines  and  is  called  the  commanding  movement. 
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EXERCISE.  IV. 


1 . Raise 
arm  to 
level  of 
shoulder, 
hand  ea- 
sily held, 
palm  up, 
f orefin  - 
g e r ex- 
tended. 


2.  Carry  arm  back,  bending 
elbow,  until  elbow  is  well  behind 
body,  bringing  forearm  up  to  a 
vertical  position,  hand  upon  level 
of  shoulder. 
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4.  Extend 
whole  'arm 
back  wa  r d, 
forefinger  ex- 
tended, and 
back  of  band 


3.  Eaise  elbow  out  at 
side,  at  the  same  time 
allowing  band  to  fall  re- 
laxed and  pendent,  tips 
of  fingers  upon  level  of 
shoulder. 


up. 
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The  force  of  the  gesture  depends  upon  the 
heisfht  to  which  the  elbow  is  raised  ; the  higr-her 
that  is  raised  the  more  force  is  given  to  the  arm 
as  it  is  carried  backwards,  and  consequently  the 
more  emphasis  to  the  gesture.  Be  careful  to 
keep  the  tips  of  the  fingers  at  the  same  altitude 
throughout  the  exercise,  the  raising  and  sinking 
of  the  arm  and  wrist  changing  the  position 
of  hand.  Practise  this  exercise  in  all  directions, 
varying  it  in  every  conceivable  manner. 

We  will  now  turn  our  attention  to  the  head 
and  neck,  the  exercises  for  which  are  few  and 
very  simple. 


EXERCISE  I. 

Carry  the  head  down  upon  the  breast  slowly 
and  evenly,  then  up  to  normal  position,  then 
back  as  far  as  possible  without  straining  the  mus- 
cles of  the  neck,  then  back  to  normal  position. 

EXERCISE  II. 

Carry  the  head  over  to  right  shoulder,  then 
back  to  normal,  then  to  left,  and  back  to  normal. 
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EXERCISE  III. 

Slowly  turn  or  pivot  the  head  to  left,  bring 
back  to  normal.  Carry  to  right,  then  back  to 
normal. 


EXERCISE  IV. 

Drop  the  head  forward  to  five  altitudes. 
At  each  altitude  carry  head  over  to  left  shoulder, 
back  to  normal,  then  to  right,  then  back  to 
normal. 


EXERCISE  V. 

Drop  head  forward  to  five  altitudes.  At 
each  altitude  pivot  to  left,  then  back  to  normal, 
then  to  right,  and  back  to  normal. 

EXERCISE  VI. 

Carry  the  head  back  to  fi\e  altitudes.  At 
each  altitude  obey  directions  for  fourth  and 
fifth  exercises. 
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EXERCISE  VII. 

1.  Bow  head. 

2.  From  this  altitude  pivot  to  right,  then 
carry  it  easily  back  obliquely.  Then  pivot  to 
left.  You  are  now  lookingf  over  left  shoulder 
with  head  thrown  back.  From  this  position 
bow  head  obliquely  forward  (to  left).  Pivot 
to  front,  and  return  to  normal. 

Practise  these  exercises  until  you  can  move 
the  head  with  perfect  ease  and  smoothness. 
Vary  this  last  exercise  in  every  manner  possible. 

THE  EYEBROWS. 

EXERCISE  I. 

Slowly  contract  brows,  then  expand  them. 

EXERCISE  II. 

Slowly  raise  brows,  then  lower  them. 

THE  EYE  AND  LID. 

EXERCISE*!. 

Slowly  open  eyes  as  widely  as  possible,  then 
slowly  close  them. 
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THE  NOSE. 

EXERCISE  I. 

Slowly  expand,  then  contract  the  nostrils. 
THE  MOUTH. 

EXERCISE  I. 

Slowly  widen  lips  into  a smile,  then  push 
them  out  into  a pout.  Do  not  tighten  lips  but 
allow  them  to  move  easily. 


THE  KNEE. 

EXERCISE  I. 

Slowly  sink  forward  upon  right  knee  ; rise, 
then  sink  upon  left  knee ; rise. 


ZONAL  DIVISIONS  OF  BODY. 


The  human  body  has  three  grand  divisions. 
The  head,  which  is  intellectual,  the  torso,  which 
is  affectional,  and  the  legs,  which  are  physical. 

Each  of  these  divisions  are  again  divided  into 
what  are  called  zones,  and  these  zones  form  the 
points  of  arrival  and  departure  of  a gesture.  I 
shall  give  only  those  which  are  really  practical, 
as  each  zone  can  be  divided,  and  again  sub- 
divided. 


THE  HEAD. 

The  upper  part  containing  forehead  and 
eyes  is  mental,  and  is  called  the  frontal  zone. 
The  central  portion  containing  nose  and  cheeks 
is  affectional,  or  emotive,  and  is  called  the 
buccal  zone.  The  lower  part  containing  mouth 
and  chin  is  vital,  the  mouth  being  replete  with 
physical  instincts.  This  is  called  the  genual 
zone. 
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ZONAL  DIVISIONS  OF  THE  BODY. 


TORSO. 

The  upper  part,  or  chest,  is  the  zone  of  honor, 
manhood  and  womanhood.  The  heart  reofion 
is  the  affectional  zone,  and  the  abdominal 
region  is  purely  vital.  Gestures  directed  from 
or  toward  that  reo’ion  are  vulo^ar.  Great  care 

o o 

must  be  observed  in  trying  to  bring  into  play 
these  zonal  divisions,  that  we  do  not  make  our 
action  petty. 


PRINCIPLES  OF  PANTOMIME. 

These  are  the  fundamental  principles  govern- 
ing the  significance  of  pantomimic  action. 

I. — PRINCIPLE  OP  MOTION. 

There  are  three  distinct  forms  of  motion. 
Eccentric,  (from  a centre),  which  is  the  vital  or 
explosive  form  of  passion.  Concentric,  (toward 
a centre),  the  intense  or  concentrated  form  of 
passion,  and  Normal,  or  Poised,  which  is  the 
possessed  form  of  passion. 

II.  — VELOCITY. 

This  principle  governs  the  velocity  of  our 
motions.  V elocity  is  in  proportion  to  mass 
moved  and  force  moving.  In  proportion  to  the 
depth  and  majesty  of  the  emotion  will  be  the 
deliberation  and  slowness  in  motion,  and  vice 
versa.  In  proportion  to  the  superficiality  or 
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explosiveness  of  the  emotion  will  be  the  velocity 
of  its  expression  in  motion/’ 

For  example  : 

“ When  Ajax  strives  some  rock’s  vast  weight  to  throw, 

The  line  too  labors  and  the  words  move  slow. 

Not  so  when  swift  Camilla  scours  the  plain, 

. Flies  o’er  the  unbending  corn  and  skims  along  the  main.” 

The  first  half  is  suggestive  of  a huge  mass, 
moved  with  great  toil,  and  requires  a slow, 
heavy  movement,  both  in  voice  and  gesture ; but 
the  last  half  suggests  to  us  something  extremely 
light  and  airy.  So  of  course  our  gestures  must 
be  in  accordance  with  this  lightness  and  airiness. 

III.  — ALTITUDE. 

Positive  emotion  rises,  negative  emotion 
falls.”  The  more  positive 
you  are  of  the  truth  of 
your  assertion,  the  higher 
the  arm  is  carried  in  the 
gesture,  and  vice  versa. 
The  more  doubtful  you  are 
of  your  assertion,  the  lower 
the  arm  is  carried  in  the 
gesture.  The  diagram  may 
afford  some  slight  help. 
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IV.  — FORM. 

Straight  lines  are  vital  and  strong.  Circular 
lines  are  mental  and  reflective.  Spiral  lines 
are  spiritual  and  mystic,  and  are  the  most  beau- 
tiful. The  general  contour  of  the  body  forms 
a spiral  line,  and  we  work  to  preserve  that  line 
in  all  our  changes  of  position.  But  do  not  im- 
agine, because  spiral  lines  are  the  most  beauti- 
ful, that  all  our  gestures  are  to  be  composed 
of  such.  If  this  were  so  the  sinuosity  of  our 
movements  would  soon  pall  upon  the  specta- 
tor. 


V.  — FORCE. 

Conscious  streno^th  assumes  weak  attitudes. 
Conscious  weakness  assumes  strong  attitudes.” 

A psychically  weak  attitude  is  one  which 
takes  a wide  base  ; but  it  is  physically  strong, 
as  it  is  far  easier  to  retain  one’s  equilibrium 
upon  a wide  base  than  upon  a narrow  one.  It 
is  psychically  weak  because  it  shows  not  a parth 
cle  of  poise  or  true  strength. 

A person  conscious  of  strength  by  having 
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upon  his  side  truth  and  right  needs  not  to  as- 
sume a physically  strong  attitude,  in  order  to 
impress;  but  one  who  is  conscious  of  his  own 
weakness  takes  this  attitude  in  order  to  in- 
timidate. 


VI.  — REACTION. 

Every  extreme  of  emotion  tends  to  react  to 
its  opposite.”  Concentration  or  suppressed 
passion  to  explosion,  and  explosive,  vehement 
emotion  to  prostration.  The  story  of  passion 
is  concentration,  explosion,  prostration. 

As  an  example  illustrative  of  this  principle  I 
will  quote  a few  lines  from  the  potion  scene  ” 
in  Romeo  and  Juliet.” 

“ O look,  methinks  I see  my  cousin’s  ghost,  seeking  out  Romeo ! 
Stay,  Tybalt,  stay  1 ” 

Juliet  is  wrought  up  to  the  highest  pitch  of 
intensity,  and  with  the  words  Stay,  Tybalt, 
stay  1 ” she  rushes  forward  as  if  to  intercept 
Tybalt,  her  passion  reaching  its  climax  upon 
the  last  stay,”  which  she  shrieks.  She  then 
falls,  as  the  over-wrought  nerves  give  way. 
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VII. SEQUENCE. 

Expression  of  face  must  precede  gesture, 
Avhile  as  a general  rule  gesture  should  precede 
speech. 


VIII. CLIMAX. 

Never  allow  hut  one  grand  climax.  Gradu- 
ally  work  up  to  this  climax,  and  when  it  is 
reached  work  down  from  it.  The  full  heio’ht 
of  the  emotion  should  never  he  expressed  only 
at  this  climax,  and  even  then  let  the  spectator 
be  conscious  of  power  still  in  reserve.  The 
climax  of  power  should  be  expressed  by  the 
face  rather  than  the  voice. 

IX. NUMBER  AND  DURATION  OF  GESTURES. 

Every  gesture  is  an  expression  of  the  effect 
produced  upon  us  of  some  impression.  Do  not 
midtiply  gestures.  But  one  gesture  is  needed 
to  express  an  entire  thought.”  Consequently 
the  gesture  must  be  held  until  the  impression 
which  caused  it  melts  away,  and  gives  place  to 
another  impression. 
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X. GRACE. 

Perfect  grace  is  a complete  blending  of  the 
three  elements,  — ease,  precision  and  harmony. 

Too  great  ease  of  manner  or  action  leads 
to  assurance,  vulgarity  and  familiarity.  Too 
precise  action  or  manner  leads  to  meclian- 
ical  motions  and  stiffness.  While  a super- 
abundance of  harmony  leads  to  affectation  and 
sickens  and  disgusts  the  spectator.  These  ap- 
ply to  vocal  and  verbal,  as  well  as  pantomimic 
expression. 


XI. — OPPOSITION. 

Opposition  is  the  arrangement  of  parts  sym- 
metrically around  the  centre  of  gravity.  In 
opposition  lies  all  the  symmetry  and  harmony 
of  motion.  Opposite  movements  must  be  sim- 
ultaneous, parallel  movements  may  be  successive. 
The  greater  the  number  of  agents  which  are 
brought  into  play  the  higher  the  form  of  ex- 
pression. 
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EXERCISES  IN  OPPOSITION. 


I. 

Slowly  raise  right  arm  to  front,  hand  relaxed 
and  pendent,  simultaneously  bowing  head. 
Bring  arm  clown,  depressing  wrist  and  raising 
head.  The  same  with  left  arm,  then  with  both. 


II. 

Raise  right  arm  to  side,  hand  pendent,  at 
the  same  time  dropping  head  over  right  shoulder. 
Bring  arm  down,  depressing  wrist  and  raising 
head.  Same  with  left  arm,  dropping  head  over 
left  shoulder ; then  with  both,  dropping  head 
forward  upon  breast. 


III. 

1.  Place  riofht  hand  on  chest. 

2.  Carry  right  arm  to  right  in  repulsion, 
simultaneously  turning  head  to  left. 

3.  Drop  arm,  turning  head  to  front. 

4.  Place  left  hand  on  chest. 

5.  Carry  left  arm  to  left  in  repulsion,  head 
turning  to  right. 

6.  Drop  arm  and  turn  head  to  front. 
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IV. 

1.  Raise  right  arm  to  front,  hand  pendent, 
simultaneously  bowing  head. 

2.  Bring  arm  down  to  level  of  shoulder, 
depressing  wrist  and  raising  head. 

3.  Carry  arm  to  right,  in  repulsion,  head  to 
left. 

4.  Raise  arm,  allowing  hand  to  fall  relaxed, 
at  the  same  time  bowino^  head  over  left  shoulder. 

5.  Drop  arm  again  to  level  of  shoulder, 
depressing  wrist  and  raising  head. 

6.  Bring  arm  to  front,  side  of  hand  parallel 
with  floor,  head  turning  to  front. 

7.  Raise  arm,  hand  relaxed,  bowing  head. 

8.  Bring  arm  down,  depressing  wrist  and 
raising  head. 

9.  Same  with  left  arm  upon  left  side. 

V. 

1.  Hand  on  chest,  head  bowed. 

2.  Arm  out  in  appeal,  head  thrown  back. 

3.  Hand  and  head  to  first  position. 

4.  Arm  to  right  in  repulsion,  head  to  left. 

5.  Hand  and  head  to  first  position. 
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6.  Arm  to  left  in  repulsion,  head  to  right. 

7.  Hand  and  head  to  first  position. 

8.  Drop  arm  and  raise  head. 

VI.  — THE  VEIL  MOVEMENT. 

1.  Raise  right  arm  to  front,  hand  relaxed, 
])owing  head. 

2.  Depress  wrist  and  raise  head. 

3.  Carry  arm  to  right  in  repulsion,  head  to 
left. 

4.  Retaining  right  arm  in  this  position, 
raise  left  arm  and  bow  head  over  left  shoulder. 

5.  Depress  wrist  of  left  hand  and  raise 
head. 

6.  Carry  left  arm  to  left  in  repulsion,  head 
to  front.  Both  arms  are  now  outstretched  at 
side. 

7.  Turn  hands,  bringing  palms  upwards. 

8.  Bring  arms  to  front,  carrying  head  back. 

9.  Bring  arms  to  breast,  crossing  hands  on 
chest,  simultaneously  bowing  head. 

10.  Raise  elbows. 

11.  Carry  arms  out  to  side  in  declaration, 
raising  head. 
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12.  Depress  wrists,  and  bring  arms  down. 

These  exercises  should  be  practised  until  the 
movements  are  smooth  and  continuous. 

vir. 

Stand  with  weight  upon  right  foot,  left  foot 
free  and  slightly  advanced.  Raise  right  arm 
in  the  commanding  movement,  simultaneously 
depressing  head.  Carry  arm  back,  forefinger 
extended,  moving  head  to  left,  transferring 
weio’ht  to  left  foot.  The  same  with  left  arm, 
weight  upon  left  foot,  right  foot  free.  Raise 
left  arm,  etc. 


VIII. 

Weight  upon  right  foot.  Carry  right  arm 
up  over  head,  forefinger  extended,  simnh 
taneously  bowing  head.  Bring  arm  down  to 
side,  forefinger  extended  and  pointing  towards 
ground,  simultaneously  raising  head.  The  same 
with  left  arm. 


IX. 


Stand  with  weight  upon  left  foot,  the  right 
advanced.  Transfer  weight  to  right  leg,  bend- 
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ing  the  knee  to  suggest  kneeling.  Clasp  hands 
and  raise  head.  Bring  clasped  hands  to  breast, 
bowing  head.  Throw  arms  out  in  appeal,  carry- 
ing  head  back.  Clasp  hands  and  bring  them 
to  chest,  bowing  head.  Carry  hands  down  and 
raise  head. 


PRIMARY  OPPOSITIONS  FOR  ARM 
AND  HEAD, 


I.  — RESIGNED  APPEAL  TO 
HEAVEN. 

Riofht  hand  turned 
out  at  side,  palm  to 
the  front.  Head  in- 
clined over  right 
shoulder,  eyes  raised 
to  Heaven. 


50 


PRINCIPLES  OF  PANTOMIME, 


IIo  — ACCUSATION. 

Arm  raised  to  front, 
head  bowed,  forefinger 
of  hand  pointing  at 
some  imaginary  person. 


III.  — IMPRECATION. 

Rio^ht  arm  raised 
directly  overhead, 
hand  in  the  attitude 
of  imprecation,  head 
slightly  depressed 
and  advanced.  Left 
arm  at  side,  hand  in 
attitude  of  impreca- 
tion, slightly  thrust 
back,  as  if  clutching 
at  some  object. 
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IV. 


REMORSE. 


Throw  head  back? 
dropping  right  arm  and 
hand  over  head,  left  arm 
dropping  at  side. 


V. 


SHAME. 


Bow  head  upon  breast,  at  the 
same  time  carrying  arm  as  far 
overhead  as  possible,  and  moving 
//,  t arm  to  front  to  hide  the  face. 
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Raise  head  and  lower 
hand  until  it  covers  the 
face. 


TIL PATHETIC  REPROACH. 

Drop  hand  to  left  side 
of  chest,  head  inclining 
to  right,  eyes  raised. 
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VIII. — PATHETIC  REPULSION. 

Arm  carried  to  right,  end- 
ing in  an  upward  sweep,  head 
to  left  and  depressed  over  left 
shoulder. 
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X.  — BENEDICTION. 


Turn  hand  so  that 
the  palm  is  downward, 
slightly  raising  arm 
and  bowing  head. 


HARMONIOUS  BEARING  OF  BODY. 


W HEX  we  stand  with  the  weight  equally  upon 
both  feet  the  body  will  have  the  curves  of  a 
line  of  beauty,  viz : two  convex  curves  sepa- 
rated and  joined  by  a concave  curve.  Conse- 
quently when  we  change  our  weight  so  that 
it  no  longer  rests  equally  upon  both  feet,  we 
must  keep  this  principle  in  mind.  As  the  head 
and  the  leg  form  the  convex  curves,  so  in  our 
changes  of  position  we  must,  in  order  to  pre- 
serve these  curves,  allow  the  head  to  sympathize 
with  the  strong  leg,  or  the  leg  upon  which  the 
weight  of  the  body  rests.  As  the  torso  forms 
the  concave  curve,  it  must  incline  aivay  from 
the  strong  leg,  thus  always  preserving  nature’s 
line  of  beauty,  as  well  as  one’s  equilibrium. 
We  call  this  the  harmonious  2)oise  of  the  body. 
These  principles  are  to  be  strictly  ohserved 
when  the  arms  are  inactive.  Otherwise  the 
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opposition  is  between  arms  and  head,  torso  and 
strong  leg.  The  greater  the  distance  between 
the  feet,  the  more  marked  becomes  the  inclina- 
tion of  head  and  torso. 


EXERCISES  FOR  HARMONIOUS  POISE. 


I. 

1.  Stand  with  weight  upon  right  leg,  left 
leg  perfectly  free  and  at  ease.  Incline  head 
toward  strona*  le^  and  torso  toward  weak  leof. 
Slowly  change  weight  to  left  leg,  simultaneously 
inclining  head  to  left  and  torso  to  right. 

2.  Gently  sway  from  one  side  to  the  other, 
strictly  observing  the  principle  for  harmonious 
poise  as  the  weight  changes. 


II. 

Stand  with  weight  equally  upon  both  feet. 
Advance  right  foot.  Sway  forward,  throwing 
weight  upon  front  foot,  simultaneously  inclining 
head  forward  and  torso  back. 
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m. 

Stand  with  weight  equally  upon  both  feet. 
Carry  right  leg  back.  Slowly  sway  backward 
till  the  weight  of  the  body  rests  upon  the  back 
leg,  simultaneously  mclinmg  head  back  and 
torso  forward. 


IV. 

Gently  sway  back  and  forth  from  front  to 
back  poise,  carefully  observing  the  above  prin- 
ciples. 

This  exercise  must  be  practised  very  slowly, 
the  changes  in  opposition  of  head  and  torso 
should,  be  as  gradual  as  possible.  Practise  the 
exercise  until  the  changes  themselves  are  imper- 
ceptible to  the  spectator,  and  only  the  effect  of 
the  changes  can  be  observed. 


PROPER  CARRIAGE  OF  BODY. 


The  student  must  distinguish  between  hear- 
ings^  gestures,  and  attitudes.  An  attitude 
marks  the  climax  of  a passion.  A gesture  is 
merely  the  passing  inflection  of  the  agent  of 
expression.  Bearings  are  more  permanent. 
They  are  often  marks  of  heredity. 

A fine  bearing  is  greatly  to  be  desired,  and 
should  be  cultivated  by  all  not  so  blessed  by 
nature.  The  head  should  be  held  easily  erect, 
the  frontal  and  buccal  zones  brought  into  prom- 
inence, as  they  are  significant  of  intellectuality, 
nobility,  and  gentleness.  Above  all  things 
AVOID  PROTRUDING  THE  ABDOMEN.  The  best 
carriage  of  the  body  brings  into  prominence 
the  chest  and  heart  regions,  zones  of  honor  and 
the  affections. 

The  arms  should  hang  naturally  from  the 
shoulders,  and  the  shoulders  should  be  easily 
thrown  back. 


60 


THE  WALK. 


To  ladies  I say  avoid  long  masculine  strides. 
To  both  gentlemen  and  ladies,  do  not  bring  the 
foot  down  with  a thud  upon  the  floor,  and  do 
not  alloAv  heel  of  foot  to  strike  first.  In  walk- 
ing, the  imprints  of  the  heels  should  form  a 
straight  line.  A general  rule  for  the  proper 
length  of  the  step  is  about  twice  the  length  of 
one’s  own  foot.  The  motive  power  should 
come  wholly  from  the  thigh,  and  the  ball  of 
the  foot  should  be  the  first  to  strike  the  floor. 
Avoid  all  swaying  of  shoulders  or  body.  The 
arms  should  hang  easily  from  the  shoulders, 
but  do  not  swing  them  violently.  If  allowed 
to  hang  with  perfect  ease  from  shoulders  they 
will  swing  slightly  and  in  an  easy,  natural 
manner,  as  you  walk.  As  a gentleman  takes 
much  longer  strides  than  a lady,  of  course  his 
arms  will  swing  in  proportion  to  the  length  of 
the  stride. 


6] 
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THE  WALK, 


PREPARATORY  ACTION  FOR  WALK. 

EXERCISE  I. 

Stand  in  harmonious  poise  wdth  w^eiglit  upon 
left  leg,  right  leg  free  and  at  ease.  Obeying 
all  the  principles  for  a good  carriage  of  the 
body. 

1.  Move  free  leg  far  in  front,  only  the  toe 
touchinof, 

2.  Come  back  to  first  position. 

3.  Move  free  leg  obliquely  forward,  toe 
touching,  back  to  first  position. 

4.  Move  it  directly  out  to  side,  toe  touch- 
ing, back  to  first  position. 

5.  Move  it  obliquely  backwards  toe  touch- 
ing, back  to  first  position. 

6.  Move  it  directly  backwards,  back  to 
first  position.  Be  very  careful  to  keep  torso 
firm,  do  not  allow  it  to  sway  in  the  slighest  de- 
gree. 

This  exercise  is  to  enable  one  to  move  the 
legs  in  any  direction  with  no  perceptible  sway- 
ing of  torso. 


THE  WALK. 
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Be  careful  to  keep  torso  firm,  to  allow  only 
the  toe  to  touch  the  different  points,  and  to 
move  the  leg  from  the  hip. 

EXERCISE  II. 

For  this  exercise  pin  a piece  of  tape  to  the 
floor  divided  into  lengths,  each  twice  that  of 
your  own  foot 

1.  Stand  at  the  upper  end  of  this  line, 
weight  upon  the  left  foot. 

2.  Carry  free  leg  forward  to  first  division, 
heel  just  over  the  division,  ball  of  foot  resting 
slightly  upon  floor. 

3.  Sway  forward  until  weight  of  body  rests 
upon  right  foot  at  the  same  time  pressing  right 
foot  firmly  upon  floor. 

4.  Carry  left  leg  forward  to  next  division 
obeying  the  preceding  directions,  and  so  con- 
tinue until  you  reach  the  end  of  your  line. 
Practise  this  exercise  very  carefully  obeying 
the  principle  above  mentioned. 


THE  COURTESY. 


Place  one  foot  behind  you.  Slowly  sink 
upon  back  leg,  bending  back  knee.  The  bead 
should  incline  backward  and  the  torso  for- 
ward. Rise  by  drawing  forward  the  front  leg 
and  straightening  back  leg. 

SITTING. 

Begin  in  the  same  manner  as  for  the  courtesy 
then  slowly  sink  into  your  chair.  Ho  not  allow 
yourself  to  fall  with  a jar  into  the  chair,  but 
siiik  easily  and  gracefully. 

RISING. 

Advance  one  foot.  Rise  by  bearing  the 
weight  of  body  firmly  upon  the  legs.  Incline 
torso  forward  slightly,  and  head  backward. 
Do  not  bend  body  at  the  w^aist. 
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KNEELING. 


Bend  the  back  knee  until  it  touches  the 
floor,  inclining  torso  forward  and  head  back- 
ward. Rise  by  bearing  weight  of  body  upon 
forward  leg. 

In  stooping  to  pick  up  an  article  from  the 
floor  always  bend  the  knee  as  for  kneeling, 
never  hend  the  body  at  the  waist.  If  you  are 
before  an  audience,  the  knee  toward  the  audi- 
ence is  the  one  which  must  be  carried  towards 
the  floor,  thus  presenting  to  the  audience  a 
straight  line  from  the  waist  downward,  instead 
of  an  angle. 
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EXERCISES  IN  SITTING  POISES. 


Seat  yourself  squarely  in  your  chair.  Sway 
forward  from  the  waist,  at  the  same  time  in 
dining  head  backward.  Come  back  to  first 
position. 

I. 

Sway  backward,  inclining  head  forward. 

II. 

Sway  to  the  right,  inclining  head,  to  left. 

III. 

Sway  to  the  left,  inclining  head  to  right. 

IV. 

Twist  body  from  the  waist  to  the  right,  turn- 
ing head  to  the  left. 

V. 

Twist  body  to  left,  turning  head  to  right. 
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PIVOTING. 


I. 

Stand.  Pivot  or  turn  body  from  ankles  to 
right,  head  turning  to  left. 


II. 

Pivot  to  left,  head  turning  to  right. 

III. 

Advance  right  foot,  carry  weight  upon  it. 
Turn  body  to  right,  head  to  left. 

IV. 

Advance  left  foot,  bear  weight  upon  it. 
Pivot  to  left,  head  turning  to  right. 


V. 

Carry  right  foot  back,  bear  weight  upon  it, 
pivot  to  right,  head  turning  to  left. 


VI. 

- Carry  left  foot  back.  Bear  weight  upon  it, 
pivot  to  left,  head  turning  to  right. 
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EXPRESSIONS  OF  THE  FEET 
AND  LEGS. 


Before  commencing  the  study  of  the  expres- 
sions of  the  various  agents  of  the  body  I wish 
to  speak  a word  of  caution.  It  must  he  re- 
membered that  the  expressions  given  are  only 
types  and  as  such  form  a sort  of  basis  upon 
Avhich  to  work.  Do  not  under  any  circumstan- 
ces fall-  into  the  grievous  error  of  so  many 
teachers  and  students  of  expression  of  using 
these  types  empirically.  Do  not  say,  I have 
here  an  emotion  the  expression  of  which  re- 
quires defiance  in  my  whole  hearing.  Very 
well  I must  immediately  run  to  my  hook  and 
look  up  my  attitude.  Ah  yes,  here  it  is.  De- 
fiance, back  leg  strong,  free  leg  well  advanced, 
etc.  Now  I must  find  the  correct  attitudes  for 
the  head,  arms,  hands,  brows,  mouth,  etc.,  etc.,” 
and  having  found  them  the  student  proceeds 
to  deliberately  place  the  various  agents  of  the 
body  in  the  required  attitudes.  He  then  won- 
ders why  it  is  his  action  is  so  very  mechanical. 
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It  is  this  which  causes  so  much  mechanical  ac- 
tion among-  so  called  Delsarteans.  Practise 
the  various  types  of  expression  faithfully. 
Study  them  metaphysically  and  you  will  per- 
ceive how  true  they  all  are  to  nature,  and 
when  you  are  ready  to  use  them  you  will  find 
that  the  true  expression  will  come  spontane- 
ously without  conscious  effort  on  your  part. 

EXPRESSIONS  OF  THE  FEET  AND  LEGS. 

There  are  nine  expressions  of  the  legs. 
Three  with  weight  upon  the 
back  leg,  three  with  weight 
upon  forward  leg  and  three 
with  weight  equally  upon 
both  legs.  The  first  three 
have  the  weight  equally  up- 
on both  legs. 

I.  — RESPECT. 

Both  legs  strong,  heels  al- 
most- together,  toes  turned 
out.  Example,  Madame, 

I will  do  your  bidding.” 
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II. INSOLENCE,  INTOXICATION,  VULGAR  EASE, 

CHILDHOOD  AND  OLD  AGE. 


For  Insolence,  intoxi- 
cation and  mclcjar  ease. 
Feet  wide  apart.  Exam- 
ple, insolence,  Sure  an’ 
it’s  not  you  that ’s  mis- 
tress.” 

For  Old  Age.  Feet 
not  quite  so  - Avide  apart, 
AY i til  knees  bent.  The 
character  of  Old  Adam 


in  As  You  Like  It  ” is 


a ^ood  example  for  this 
position.  For  childhood 
the  base  is  slightly  narroAver  and  the  knees  are 


straiofht. 

O 


III. INDECISION. 

Both  legs  strong,  one  foot  directly  in  ad- 
A^ance  of  the  other.  This  is  a vacillating  atti- 
tude shows  an  action  commenced  and  arrested 
half  Avay.  It  is  exactly  betAveen  the  attitude 
of  action  in  Avhich  the  strong  leg  is  forAvard 
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and  the  attitude  of  inac- 
tion in  which  the  strong 
is  back.  It  indicates 
doubt,  hesitancy  and  inde- 
cision. Example,  Shall 
I go,  or  shall  I stay  ? ” 

The  next  three  atti- 
tudes have  the  weight  up- 
on the  hack  leg. 


IV. CALM  REPOSE. 

Strong  leg  behind,  knee 
straight,  free  leg  in  front  at 
perfect  ease,  knee  slightly 
bent.  This  attitude  may 
also  indicate  calm  reflection, 
intense,  suppressed,  hidden 
o r concentrated  passion. 
For  the  last  four  the  knee 
of  forward  leg  is  not  bent. 
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V.  — DEFIANCE. 


Strong  leg  behind,  knee 
straight,  free  leg  well  ad- 
vanced, knee  straight. 
Example:  “Do  y o u r 
worst  — I defy  you  ! ” 


VI. PROSTRATION,  REPULSION,  RECOIL. 


Strono^leo:  behind,  knee 
bent,  front  knee  straight. 
Body  sinks  as  low  as  pos- 
sible upon  back  leg. 

Example  : “ Alas  ! he 
has  left  me  forever  ! ” 

For  the  next  three  the 
weight  of  the  body  is 
upon  the  forward  leg. 


EXPRESSION  OE  THE  EEET  AND  LEGS. 
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VII. ANIMATION. 

Strono-  leor  in 

O O 

front,  knee 
straight.  Free  leg 
a short  distance 
behind,  knee 
straight.  Exam- 
ple : L o o k ! 

we  can  just  catch 
a glimpse  of  the 
boat ! 


VIII.  — SUSPENSE. 

Strong  leg  in  front, 
knee  stramlit.  Free  leg 
at  side,  heel  of  free  foot 
a little  behind  instep  of 
strong  foot.  Example : 

must,  I must  hear 
what  they  are  saying.” 


EXPRESSION  OF  THE  FEET  AND  LEGS. 

IX  YEHEMENCE. 


This  is  the  widest 
of  all  the  attitudes. 
Strong  leg  far  in 
front,  knee  bent. 
Free  leg  hack,  knee 
s t r aigh  t . Exam- 
ple : Hold,  lioldy 
I say  ! ” 


In  all  these  attitudes  the  harmonious  poise 
must  be  strictly  observed.  Practise  these  at- 
titudes, changing  from  one  to  another,  and  ob- 
serving oppositions  of  head  and  torso. 


THE  HAND. 


The  hand  is  in  itself  a mental  division.  It 
is  a true  index  of  the  mind.  In  its  faces  the 
palm  is  revealatoiy,  the  back  mystic  and  secret- 
ive, and  the  side  indicative  or  definitive.  The 
thumb  is  vital  and  physical ; it  falls  in  upon  the 
palm  of  the  hand  in  imbecility,  insensibility  or 
death.  Of  course  we  make  an  exception  in  the 
case  of  a violent  death  in  which  the  whole 
frame  is  convulsed.  Also  in  drownino:  or  in 
any  case  in  which  the  victim  may  have  gi’asped 
some  object  in  the  death  strug'gle  and  the 
fingers  have  stiffened  in- this  position. 

The  forefino'er  and  little  fino^er  are  sioaiificant 
of  mentality.  The  forefinger  is  strong  and  the 
little  finger  is  subtle.  The  two  middle  fingers 
are  affectional.  • 

The  hand  is  capable  of  g'reat  subtlety  in 
action,  but  with  all  its  power,  its  expressiveness 
is  lost  unless  the  thumb  j^Icii/s  in  oj^j^ositlon  to 
the  fingers.  All  the  potency  of  the  hand  de- 
pends upon  this. 
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THE  HAND. 


The  proper  position  for  the  hand  in  ordinary 
unimpassioned  gesticulation  is  with  the  two 
middle  fingers  slightly  depressed  toward  palm, 


the  forefinger  and  little  finger  raised  slightly, 
and  the  thumb  directly  opposite  the  forefinger. 

EXERCISE  TO  DEVELOP  OPPOSITION  OF  THUMB  TO 


FINGERS. 


Place  the  end  of  thumb  upon  the  end  of  the 
two  middle  fingers,  forefinger  and  little  finger 
easily  held.  SloAvly  open  hand,  fingers  moving 
from  you  and  thumb  moving  in  O23position,  to- 
ward you. 

EXPRESSIONS  OF  THE  HAND  (ATTITUDES). 


I.  — REPOSE  OR  INDIFFERENCE. 


Hand  in  a normal  position 
signifies  rejiose  or  indifference. 


THE  HAND. 
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II.  — SYMPATHY,  TENDERNESS. 

Hand  slightly  expanded. 

Example  : This  bud  of 

love  by  summer’s  ripening 
breath  may  prove  a beau- 
teous flower  when  next  we  meet.”  (Romeo  and 
Juliet,  Act  II.,  Scene  II.) 


III.  — ANIMATION,  EARNESTNESS. 

Hand  further  expanded. 
Example  : Yes,  yes  : it 

was  Bassanio,  as  I think,  so 
was  he  called.”  (Merchant  of 
Venice,  Act  I.,  Scene  II.) 


IV.  — VEHEMENCE. 

Hand  fully  expanded,  fingers 
wide  apart,  thumb  full  of  energy. 

Example:  ^^Stay!  Tybalt, 
stay ! ” (Romeo  and  Juliet,  Act  IV.,  Scene  III.) 
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THE  HAND. 


V.  — AVIDITY,  EXASPERATION,  EXECRATION 


Position  of  hand  the  same  as 
in  the  last  exercise,  with  ends 
of  fino-ers  and  thumb  curved. 


Example  : should  like  to  kiss  your  wife.” 

(Hortense,  the  French  maid,  in  Bleak  House ;) 
or  (Shylock  in  The  Merchant  of  Venice), 
hate  him,  for  he  is  a Christian.” 


VI.  — PROSTRATION. 


Hand  normal,  thumb  falling 
in  upon  palm. 

Example : 0 Jupiter,  how 

weary  are  my  spirits ! ” (As  Y on 
Like  It,  Act  II.,  Scene  IV.) 


VII. — CALM  POWER,  AUTHORITY. 

Fingers  closed  gently  upon 
palm,  thumb  laid  easily  over 
forefinger. 

Example  : I am  more  proud 
to  be  Sir  Roland’s  son,  his  youngest  son ; and 
would  not  change  that  calling  to  be  adopted 


THE  HAND. 
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heir  to  Frederick.’’  (As  You  Like  It,  Act  I., 
Scene  II.) 


VIII.  — STRUGGLE. 


Hand  clenched,  thumb  closed 
firmly  over  fingers. 

Example  : Can  Heaven  be 
(Romeo  and  Juliet, 


so  envious?” 


Act  III.,  Scene  II.) 


IX.  — CONVULSION. 

Hand  the  same  as  in  the 
fifth  exercise,  with  fingers 
contracted  into  palm. 


SOME  OF  THE  FUNCTIONS  OF  THE 
HAND. 


The  hand  may  Define, — gesture,  with  the  side 
of  hand  moved  up  and  down.  It  may  Indicate^ 

— pointing  with  the  index  finger.  It  may  Mould, 

— as  if  shaping  something  in  palm  with  the 
fingers.  It  may  Detect,  — end  of  thumb  ruh- 
hino*  ao^ainst  end  of  middle  fino^er,  as  if  notino^ 
the  quality  of  a piece  of  goods ; we  use  the 
middle  finger  in  this  because  it  is  more  sensitive 
to  touch  than  the  forefinger.  The  hand  may 
Hold,  — hand  closed  easily.  It  may  Surrender, 

— hand  opening,  pahn  downward,  as  if  dropping 
something.  It  may  Inquire,  hand  easily  opened 
with  a little  nervous  motion  of  the  finofers.  It 
may  Acquire,  — hand  reaches  out  and  is  then 
drawn  back  as  if  acquiring  some  object.  It 
may  Caress,  — gesture  of  hand  in  attitude  of 
tenderness.  It  may  Assail,  — hand  in  attitude 
of  Exasperation,  gesture  as  if  striking  at  some- 
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thing.  It  may  Affirm  or  Assert,  — gesture  of 
hand  with  palm  down.  It  may  Deny,  — hand 
in  the  same  position,  motion  out  to  one  side. 
It  may  Conceal,  — hand  in  any  position  in  which 
the  palm  is  hidden  and  back  of  hand  exposed 
to  view.  It  may  Reveal,  — by  bringing  into 
view  the  palm.  It  may  Accept, — hand  out- 
stretched as  if  to  receive.  It  may  Reject,  — push- 
ing away  with  palm  of  hand.  It  may  Support, 
— gesture  the  same  as  in  Affirmation  and  Ac- 
ceptation, only  stronger.  It  may  Protect,  — 
the  same  as  in  Affirmation,  only  more  tenderness 
shown  in  the  hand. 


INFLECTIONS,  OR  SIMPLE  GESTURES 
OF  THE  HAND. 


I. DEFINITION. 

Hand  in  the  same  position  as  for  Definition. 
Motion  up  and  down. 

II. NEGATION,  DENIAL. 

Position  of  hand  the  same  as  for  Affirmation. 
Motion  from  side  to  side. 

If  the  motion  is  made  rapidly  several  times 
it  is  expressive  of  impatient  negation. 

III.  — DISTRIBUTION. 

Hand  in  position  of  Acceptation.  Motion  as 
if  distributinof  seed  from  hand. 

O 

IV.  — DECLARATION,  OPENNESS. 

Hand  carried  out  tD  side,  till  palm  is  ex- 
posed to  view.  Side  of  hand  parallel  with 
floor. 
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SIMPLE  GESTURES  OF  THE  HAND. 
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y.  — SECRETIVENESS. 

Hand  carried  towards  body  till  jialm  is  hid- 
den, and  back  of  hand  exposed  to  view. 

VI.  — SURPRISE,  SUDDEN  EXCITEMENT. 

Hand  is  carried  uj^iward  until  palm  is  ex- 
posed to  view. 

VII.  — DOMINATION. 

Hand  carried  down,  forefinger  pointing  to- 
ward fioor. 

VIII.  — APPELLATION. 

Hand  carried  toward  body,  palm  inward, 
fore-finger  pointing  to  self. 

IX.  — SALUTATION. 

Hand  extended  as  in  welcome. 


COMPLEX  GESTURES  OF  HAND. 


Combine  the  attitudes  of  the  hand  with  the 
inflections^  being*  very  careful  that  your  com- 
binations are  consistent.  Do  not  attempt  the 
gesture  of  distribution  with  the  hand  in  the  at- 
titude of  nor  make  an  imj)atient  nega- 

tion with  the  hand  in  the  attitude  of  convidsion. 

The  hand  in  the  attitude  of  calm  poiceVy 
tenderness  and  earnestness y may  perform  cdl 
the  g^estures ; in  the  attitude  of  vehemence,  all 
excepting  the  y.,  vii.^  viii  and  ix  ; in  the  atth 
tilde  of  execration  only  the  i.,  ii.^  iii.,  and  v.  ; 
in  struggle  the  gestures  under  i.,  ii.^  v..  and 
VI.  may  be  made,  and  in  the  attitudes  of  con- 
vulsion,. lyrostration  and  indifference  it  may 
perform  none. 

In  practising  the  gestures  of  the  hand, 
remember  the  movements  are  to  be  made  en- 
tirely from  the  wrist,  as  they  are  for  the  hand 
alone. 
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THE  ARM. 


The  arm  has  three  sections : the  upper  arm, 
which  is  vital,  the  forearm,  affectioiial,  and  the 
hand,  which  is  mental.  There  are  also  three 
articulations  : the  shoulder,  vital,  tlie  elhoAv, 
affectioiial,  and  the  wrist,  mental. 

THE  SHOULDER. 

The  shoulder  is  the  thermometer  of  2)assion. 
It  marks  the  degree  of  intensity  of  a passion, 
but  not  the  passion  itself.  The  shoulder  plays 
a part  of  vast  importance  in  gesture.  Attempt 
to  depict  a struggle  with  no  motion  of  the 
shoulders,  and  what  a cold,  dead  thing  it  is. 
As  the  passion  grows  in  intensity,  the  force  of 
the  passion  will  naturally  lift  the  sl.oulders. 
We  are  all  of  us  able  to  translate  instantly  a 
shrug  of  the  shoulders.  Supposing  I am 
speaking  to  you  of  a mutual  friend.  I say, 
what  a lovely  girl,  so  charitable  and  kind, 
and  what  a perfect  disposition.”  I see  you 
shrug  your  shoulders  and  slightly  elevate  your 
eyebrows.  I immediately  know  your  thoughts 
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as  well  as  if  you  said  in  so  many  words  : 0, 

do  yon  think  so  ? You  do  not  know  her  as  well 
as  I.”  Your  shrug  in  this  case  Avas  plainly  hr 
sinnative.  Or  again  — I am  relating  to  yon 
some  wonderful  incident  I may  have  Avitnessed. 
Yon  shrug  your  shoulders^  which  says  plainly, 
I do  not  believe  it.” 

So  Ave  may  insinuate  or  shoAv  incredulity 
as  Avell  as  intense  passion  Avith  the  shoulders. 

THE  ELBOW. 

The  elbow  is  affectional  and  is  a thermometer 
of  self,  that  is,  it  sIioavs  the  degree  of  conscious- 
ness of  self.  Watch  a child  brouofht  before 
the  notice  of  strangers.  He  aauII  immediately 
shoAV  his  self-consciousness  and  embarassment 
by  tAvisting  his  arms  around,  bringing  the 
elbows  directly  out  to  the  front.  You  have 
seen  men  and  Avomen  Avalkinof  on  the  street 

O 

holding  their  arms  out  in  the  shape  of  a boAA^, 
Avidi  the  elboAvs  turned  out  to  the  side.  When 
you  see  such  a person  you  instantly  say  to  your- 
self, 0,  Avhat  a conceited  creature.”  Then 
again  you  have  noticed  persons  with  the  arms 
pressed  close  to  the  side,  Avith  the  elboAvs  turned 
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inward.  Of  such  you  think,  Poor  creature, 
he  looks  scared  to  death.’’  Or  you  may  have 
seen  women  threatening  one  another  with  their 
hands  on  their  hips,  elbows  advanced  in  front, 
their  whole  attitude  expressive  of  vulgar  defi- 
ance and  audacity. 

So  to  sum  up  our  deductions  we  have  the 
following  : 

THE  SHOULDER. 

The  Shrug,  — insinuation,  incredulity,  im- 
patience. 

Raised  in  different  degrees,  — intensity  of 
passion. 

THE  ELBOW. 

Turned  in,  — timidity. 

Turned  out,  with  arm  pressed  to  side  — em- 
barrassment, self-consciousness. 

Turned  out  in  different  degrees,  arms  held 
out,  or  with  hands  on  hips,  — self-conceit,  au- 
dacity, defiance. 

Normal  position  — calm  self-possession. 

THE  WRIST. 

The  motions  of  the  wrist  depend  entirely 
upon  the  expressions  of  the  arm  and  hand. 


EXPRESSIONS  OF  ARM  — ATTITUDES. 


I.  — CALM  REPOSE,  INDIFFERENCE. 

Arms  hanging  easily  at.  side,  elbow  normal. 

II.  — SUBJECTIVE  REFLECTION. 

Arms  folded  or  crossed  behind  back. 

III.  — OBJECTIVE  REFLECTION,  OBJECTIVE  ATTENTION. 

Arms  crossed  in  front,  not  folded,  but  hands 
crossed  on  abdomen,  palms  turned  in. 

IV.  — AUDACITY,  FAMILIARITY,  DEFIANCE,  EASE. 

Arms  lifted  at  side,  hands  on  hips. 

V.  — CONCENTRATION,  STRUGGLE. 

Arms  folded  tightly  on  chest,  hands  clenched. 

VI.  — CALM  POWER. 

Arms  folded  easily  on  chest. 
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VII.  — RESIGNATION. 

Arms  crossed  on  chest. 

VIII. OPENNESS,  REVELATION. 

Arms  outstretched  at  side,  palms  of  hands 
exposed  to  view. 

IX.  — MYSTICISM,  PROPHECY. 

Arm  raised  over  head,  hand  pointing  up  with 
back  of  hand  exposed  to  view. 


EXPRESSIONS  OF  ARMS.  — INFLEC- 
TIONS. 

The  inflections  of  the  arm  are  the  same  as 
those  for  the  hand,  only  of  course  using  the 
whole  arm  instead  of  the  hand  alone. 

IN  THE  PERPENDICULAR. 

Action  of  arm  from  above  downward  — Af- 
firmation and  Definition. 

Action  of  arm  from  below  upwards  — Ap- 
peal, Exaltation. 

ACTION  IN  BREADTHS. 

Arm  from  within  carried  outward,  — Distri- 
bution, Repulsion,  Rejection,  Aversion. 

From  without,  inward  — Apprehension. 

Inward  and  outward,  (with  side  of  hand),  — 
Negation,  Denial. 
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I HAVE  spoken  quite  fully  of  the  torso  in 
the  lesson  upon  the  harmonious  bearing  of  the 
body,  so  I will  proceed  immediately  to  its  ex- 
pressions, merely  stating  that  the  torso  should 
always  he  Jirm  hwt  flexible  in  all  its  hearings. 

EXPRESSIONS  OF  THE  TORSO  — ATTI- 
TUDES. 

I. 

Torso  expanded  in  different  degrees  indi- 
cates Excitement,  Vehemence. 


II. 

Torso  contracted,  — Pain,  both  bodily  and 
mental. 


III. 

Torso  relaxed,  — Indolence,  Prostration. 
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THE  TORSO. 


/ IV. 

Leaning  directly  toward  the  object,  — Ob- 
jective or  Vital  Attraction. 


V. 

Leaning  obliquely  toward  object,  — Siibject- 
i re  Attraction. 

VI. 

Leaning  directly  from  object,  — Vital  Repul- 
sion. 


VII. 

Leaning  obliquely  from  object,  — Subjective 
Repulsion. 


VIII. 

Bending  before  object,  — Obsequiousness, 
Humility. 


IX. 


Torso  bent  backward, — Abandon. 


THE  TORSO. 


93 


EXPRESSIONS  OF  THE  TORSO  — GESTURES. 


T. 

Movement  up  and  down,  — Despair  of  the 
weak. 


II. 

From  side  to  side,  — Carelessness. 

III. 


Twisting,  — Childish  Impatience. 


THE  HEAD. 


Exjyressions  of  head  revealing  inward  con- 
ditions of  mind  in  itself 


I. 

Head  bowed,  — Concentration  of  Mind. 

II. 

Head  lifted,  — Explosion,  Y elieinence. 

III. 

Head  normally  erect,  — Calm  Repose. 

IV. 

Head  inclined  over  shoulder,  — Carelessness, 
Indifference. 


V. 

Head  advanced,  — Curiosity,  Eagerness. 
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VI. 

Head  drawn  back,  — Harshness. 

VII. 

Head  hung,  — Imbecility 

VIII. 

Head  pivoted  toward  image  in  mind,  — At- 
tention. From  image,  — Aversion. 

IX. 

Head  thrown  back,  — Passional  Prostration, 
despairing  or  abandoned  mood  of  mind. 

Physical  Prostration,  or  utter  despair,  a 
complete  giving  up  of  all  hope,  would  be  shown 
by  head  dropped  upon  breast. 


The  next  series  of  attitudes  are  those  reveal- 
ing the  relations  existing  between  subject  and 
object.  This  relation  is  shown  by  the  action 
of  the  eye-ball  in  the  head. 
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In  the  three  following  exercises  the  head  is  on  a 7iormal plarie. 


II.  — TRUST,  TENDERNESS. 

Head  inclined  toward 
object,  eye  upon  object. 


THE  HEAD, 
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III.  — DISTRUST,  SENSUALISM. 

Head  inclined  from  ob- 
ject, eye  still  upon  object. 


In  the  three  following  exercises  the  head  is  bowed. 


IV.  — SCRUTINY. 

Head  bowed  directly 
before  object,  eye  fixed 
upon  object. 
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V. — TRUST,  VENERATION  — 
SUPPRESSION  OF  SELF. 

Head  bowed  and  in- 
clined toward  object,  eye 
upon  object. 


VI.  — SCRUTINY,  WITH  DIS- 
TRUST AND  SUSPICION. 

Head  bowed  and  in- 
clined from  object,  eye 
upon  object.  The  bead 
advances  as  the  element 
of  suspicion  strengthens. 


THE  HEAD. 
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In  the  three  following  exercises  the  head  is  thrown  back. 


VII. EXALTATION,  ABAN- 

DON, OR  ENTREATY. 

Head  thrown  directly 
back.  If  thrown  back 
in  such  a manner  as  to 
bring  object  below  you 
with  eye  fixed  upon  ob- 
ject it  indicates  arro- 
gance, pride,  disdain. 


VIIT.  — EXALTATION  WITH 
TRUST. 

Head  thrown  back  and 
inclined  toward  object, 
eye  upon  object. 
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IX.  — ARROGANCE  WITH 
DISTRUST. 

Head  thrown  back  and 
inclined  from  object. 


Combine  the  simple  attitudes  of  bead,  (the 
attitudes  revealing  inward  condition  of  itself) 
one  with  another,  remembering  that  the  bead 
hoicecl  adds  intensity  to  the  attitude,  raised 
exaltation  or  arrogance,  advanced  adds  eager- 
ness, and  drawn  hack  adds  harshness. 


THE  EYE. 


The  whole  expression  of  the  face  depends 
upon  the  eye.  The  eye  is  the  mirror  of  the 
soul,  and  should  truthfully  reflect  the  emotions. 
As  the  mind  becomes  animated  the  eye  grad- 
ually opens.  As  the  mind  becomes  reflective 
the  lids  close  upon  the  eye,  partially  concealing 
it.  Excitement  widens  the  pupil  of  the  eye. 

Eye  ojyened  in  different  degrees  indicates  : 

1.  Animation,  Earnestness. 

2.  Passion. 

3.  Exaltation,  Astonishment. 

4.  Madness,  — open  to  full  extent. 

Eye  closed  in  different  degrees : 

5.  Normal  — Calm  Attention. 

6.  Lid  slightly  drooping  — Indifference. 

7.  Reflection. 

8.  Intense  Reflection,  Suppressed  Passion. 

9.  Prostration. 
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THE  EYEBROW. 


The  eyebrow  is  the  thermometer  of  the 
mind.  When  raised  in  different  deo;rees  it  in- 
dicates  siirjjrise^  incredulity^  astonishment. 

The  brow  lowered  in  different  deofrees  indi- 
cates  rejlectlony  intensity,  concentration,  sid- 
lenness.  Observe  : as  the  shonlders  are  raised 
in  incredidity , the  brows  are  also  elevated. 


COMBINATIONS  OF  EYE  AND  BROW. 


In  the  three  following:  exercises,  the  brows-  are  raised. 


I.  GREAT  SURPRISE, 

ASTONISHMENT. 


Brow  raised, 
eye  wide  open. 
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II.  — DISDAIN. 

Brow  raised,  eye 
normal. 
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THE  EYEBROW. 


In  the  three  following  exercises  the  brows  are  lowered. 


THE  EYEBROW. 
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YI.  — CONCENTRATION, 
INTENSE  REFLECTION. 


Brow  lowered, 
eye  partly  closed. 


In  the  following  three  exercises  the  brows  are  normal. 


YII.  — STUPOR. 

Brow  normal, 
eye  wide  open. 

/ 


V 
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THE  MOUTH. 


The  mouth  is  the  mtal  agent  o£  expression 
in  the  face.  Energy  and  sensibility  are  shown 
clearly  and  completely  by  the  actions  of  lower 
jaw  and  lips. 

EXPRESSIONS  OP  JAW 

I. 

Jaw  normal,  — Energy  in  Repose. 


II. 

Lower  jaw  closed  firmly  upon  upper  jaw, 
teeth  clenched,  — intense,  passional  form  of 
Energy,  Concentration. 

III. 

Jaw  easily  relaxed,  — Suspense. 


IV. 

Jaw  completely  relaxed  — Prostration,  Idiocy. 
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V. 

J aw  advanced,  — Audacity. 


VI. 

Jaw  drawn  back,  — Timidity,  Recoil. 


SIMPLE  EXPRESSIONS  OF  LIPS. 


I. 

Normal,  — Calm  Repose. 

II. 

Compressed, — Concentration,  Intensity,  Sup- 
pression. 


III. 

Easily  relaxed,  — Indifference. 

IV. 

More  fully  relaxed,  — Surprise. 


V. 


Drawn  in,  — Secretiveness. 


THE  MOUTH, 
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VI. 

Pushed  out,  — Disagreement,  Sulkiness, 
Childish  Impatience. 


VII. 

Corners  drawn  up,  — Approval,  Pleasure. 

VIII. 

Corners  drawn  down,  — Disapproval,  Grief. 


COMPLEX  EXPRESSIONS  OF  LIPS. 


IT. — INTENSE  DISAGREEMENT. 

Compressed  and 
pushed  out. 


I.  — SECRETIVE  SUPPRESSION. 

Compressed  and  drawn 
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III.  — SUPPRESSED  ENJOYMENT. 

Compressed,  corners  drawn 
up. 


IV.  — SUPPRESSED  DISPLEAS- 
URE. 

Compressed,  corners 
drawn  down. 
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COMPLEX  EXPRESSIONS  OF  LIPS. 


" Xh. 


V.  — SECRETIVE  SUPPRESSED 
APPROVAL,  MISCHIEVOUSNESS. 


Compressed  and 
drawn  in  with  cor- 
ners raised.  This 
is  characteristic  of 
suppressed  malice. 


/ ' ! ! H 


VI.  — SECRETIVE  SUPPRESSED 
DISPLEASURE,  GREAT  ANXIETY. 

Compressed  and  drawn  in 
with  corners  drooping; 
characteristic  of  intense 
suffering. 


COAIPLEX  EXPRESSIONS  OF  LIPS. 
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VII.  — INTENSE  DISGUST. 

Compressed  and  pushed 
out,  corners  drawn  down. 


VIII.  — COMPLETE  ENJOYMENT  OR 
PLEASURE. 

Relaxed,  with  corners 
raised. 
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IX.  — PROSTRATION. 


Relaxed,  corners 
drooping.  By 
curling  the  upper 
lip,  this  attitude 
signifies  disdain. 


PANTOMIME. 


Pantomime  is  the  expressive  action  of  the 
head,  torso  and  limbs.  It  manifests  by  object- 
ive or  visible  actions  of  the  body  the  subjective 
or  invisible  life  of  the  being. 

There  are  two  distinct  forms  of  pantomime : 
Ellipticcil  and  Descrijotive, 

Ellijot i cal  j) cm  tomime  by  the  out- 

ward actions  of  the  body  the  inward  emotions, 
conditions,  or  characteristics  of  the  being. 

It  is  the  outward  visible  sign  of  the  inward 
invisible  substance  of  human  nature.” 

Descri2)tive  pantomime  is  the  indication  by 
the  outward  actions  of  the  body  of  some  mate- 
rial experience  of  the  human  bein,g.  It  is  the 
objective  illustration  of  the  objective  life,  and 
as  true  eTp)ression  is  the  objective  manifesta- 
tion of  the  subjective  life  we  cannot  call  de- 
scriptive pantomime  truly  expression,  but  mere- 
ly useful  functions  of  the  agents  of  expression. 
As  an  illustration  of  descriptive  pantomime. 
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PANTOMIME. 


I will  quote  one  stanza  of  Bishop  Heber’s 
Spring  Journey  ” : — 

“ O green  was  the  corn,  as  I rode  on  my  way, 

And  bright  were  the  dews  on  the  blossoms  of  May, 

And  dark  was  the  sycamore’s  shade  to  behold. 

And  the  oak’s  tender  leaf  was  of  emerald  and  gold.” 

If  this  were  to  be  given  in  pantomime  one 
can  readily  see  that  the  motions  would  he 
purely  descriptive. 

To  illustrate  ellijDtical  pantomime  I will  take 
the  first  two  lines  of  the  Potion  Scene  in  Romeo 
and  Juliet : ” 

“ Farewell  — God  knows  when  we  shall  meet  again  — 

I have  a faint  cold  fear  thrills  through  my  veins 
That  almost  freezes  up  the  heat  of  life  — ” 

After  the  words  God  knows  when  we  shall 
meet  again/’  Juliet  clearly  shows  by  the  ex- 
pression of  her  face  and  the  expressive  action 
of  her  whole  body,  the  horrible  fear  which  has 
taken  possession  of  her.  Thus  outwardly  re- 
vealing the  inward  condition  of  the  being.  By 
this  we  prove  that  elliptical  pantomime  is  truly 
expressive. 


SELECTIONS  FOE  PANTOMIME. 


I. 


SISTER  HELEN. 

BY  DANTE  GABRIEL  ROSSETTI. 

The  legend  runs  thus : Keith  of  Ewern,  the  betrothed  of  Helen, 
has  proven  untrue  to  her  and  married  another.  Helen  craves  ven- 
geance. She  curses  Keith  of  Ewern  and  makes  in  his  effigy  a 
waxen  image,  which,  when  completed,  she  slowly  melts  before  a fire. 
As  the  image  melts,  Keith  of  Ewern  lingeringly  dies.  His  father, 
Keith  of  Keith,  his  two  brothers,  Keith  of  Easthohn,  and  Keith  of 
Westholm,  and  his  bride,  the  Lady  of  Ewern,  come  to  plead  with 
Helen  to  lift  her  curse,  as  Ewern’s  soul  will  be  forever  lost  if  he 
dies  while  under  this  ban.  This  Helen  refuses  to  do,  although  she 
must  forfeit  her  own  soul  if  she  refuses.  The  conversation  is  carried 
on  through  the  medium  of  Helen’s  Jittle  brother. 
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SISTER  HELEN. 


The  lines  having  the  double  rule  against  them  have  been  omitted 
from  the  pantomime. 

“ Why  did  you  melt  your  waxen  man, 

Sister  Helen  ? 

To-day  is  the  third  since  you  began.” 

“ The  time  was  long,  yet  the  time  ran. 

Little  brother.” 

(O  Mother,  INIary  Mother, 
Three  days  to-day,  between  Hell  and  Heaven  !) 


“ But  if  you  have  done  your  work  aright. 

Sister  Helen, 

You’ll  let  me  play,  for  you  said  I might.” 

“ Be  very  still  in  your  play  to-night. 

Little  brother.” 

(O  Mother,  Mary  Mother, 
Third  night,  to-night,  between  Hell  and  Heaven  !) 


“ You  said  it  must  melt  ere  vesper-bell. 

Sister  Helen  ; 

If  now  it  be  molten,  all  is  well.” 

“ Even  so,  — nay,  peace  ! you  cannot  tell. 

Little  brother.” 

(O  Mother,  Mary  Mother, 

O what  is  this,  between  Hell  and  Heaven?) 
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Oh,  the  waxen  knave  was  plump  to-day, 
Sister  Helen ; 

How  like  dead  folk  he  has  dropped  away  I 
“ Nay,  now  of  the  dead  what  can  you  sa}". 
Little  brother?  ” 


(O  Mother,  Mary  Mother, 
What  of  the  dead,  between  Hell  and  Heaven  ?) 


“ See,  see,  the  sunken  pile  of  wood, 

Sister  Helen, 

Shines  through  the  thinned  wax  red  as  blood  ! ” 

“ Nay,  now,  when  looked  you  yet  on  blood. 

Little  brother  ? ” 

(O  Mother,  Mary  Mother, 
How  pale  she  is,  between  Hell  and  Heaven !) 


“ Now  close  your  eyes,  for  they’re  sick  and  sore. 
Sister  Helen, 

And  I’ll  play  without  the  gallery  door.” 

“ Aye,  let  me  rest,  — I’ll  lie  on  the  floor, 

Little  brother.” 

(O  Mother,  Mary  Mother, 
What  rest  to-night,  between  Hell  and  Heaven?) 


“ Here  high  up  in  the  balcony. 

Sister  Helen, 

The  moon  flies  face  to  face  with  me.” 

“ Aye,  look  and  say  whatever  you  see. 

Little  brother.” 

(O  Mother,  Mary  Mother, 
What  sight  to-night,  between  Hell  and  Heaven?) 
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“ Outside  it’s  merry  in  the  wind’s  wake, 

Sister  Helen ; 

In  the  shaken  trees  the  chill  stars  shake.” 

“ Hush,  heard  you  a horse-tread  as  you  spake. 
Little  brother  ” 

(O  Mother,  INIary  Mother, 
MTiat  sound  to-night,  between  Hell  and  Heaven  ?) 

“ I hear  a horse-tread,  and  I see, 

Sister  Helen, 

Three  horsemen  that  ride  terribly.” 

“ Little  brotlrer,  whence  come  the  three, 

Little  brother  } ” 

(O  Mother,  Mary  Mother, 

Whence  should  they  come,  between  Hell  and  Heaven?) 

“ They  come  by  the  hill-verge  from  Boyne  Bar, 
Sister  Helen, 

And  one  draws  nigh,  but  two  are  afar.” 

“ Look,  look,,  do  you  know  them  who  they  are. 
Little  brother  ? ” 

(O  Mother,  ISIary  Mother, 
MTio  should  they  be,  between  Hell  and  Heaven?) 


“ Oh,  it’s  Keith  of  Eastholm  rides  so  fast. 

Sister  Helen, 

For  I know  the  white  mane  on  the  blast.” 

“ The  hour  has  come,  has  come  at  last. 

Little  brother  ! ” 

(O  Mother,  Mary  Mother, 

Her  hour  at  last,  between  Hell  and  Heaven !) 


SISTER  HELEN. 
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“ He  has  made  a sign  and  called  Halloo  ! 

Sister  Helen, 

And  he  savs  that  he  would  speak  with  you.” 

“ Oh  tell  him  I fear  the  frozen  dew, 

Little  brother.” 

(O  Mother,  Mary  Mother, 
Why  laughs  she  thus,  between  Hell  and  Heaven?) 


“ The  wind  is  loud,  but  I hear  him  cr}". 

Sister  Helen, 

That  Keith  of  Ewern’s  like  to  die.” 

“ And  he  and  thou,  and  thou  and  I, 

Little  brother.” 

(O  Mother,  Mary  Mother, 

And  they  and  we,  between  Hell  and  Heaven  ?) 


“ Three  days  ago,  on  his  mamage  morn. 

Sister  Helen, 

He  sickened,  and  lies. since  then  forlorn.” 

“ For  bridegroom’s  side  is  the  bride  a thorn. 

Little  brother  ? ” 

(O  Mother,  Mary  Mother, 
Cold  bridal  cheer,  between  Hell  and  Heaven?) 


“ Three  days  and  nights  he  has  lain  abed. 

Sister  Helen, 

And  he  prays  in  torment  to  be  dead.” 

“ The  thing  may  clrance,  if  he  have  prayed. 

Little  brother ! ” 

(O  Mother,  Mary  Mother, 

If  he  have  prayed,  between  Hell  and  Heaven  !) 
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“ But  he  has  not  ceased  to  cry,  to-day, 

Sister  Helen, 

That  you  should  take  your  curse  away.” 

“ My  prayer  was  heard,  — he  need  but  pray, 

Little  brother  | ” 

(O  Mother,  Mary  Mother, 

j Shall  God  not  hear,  between  Hell  and  Heaven?) 

I “ But  he  says,  till  you  take  back  your  ban, 

I Sister  Helen, 

! His  soul  would  pass,  yet  never  can.” 

“ Nay  then,  shall  I slay  a living  man, 

Little  brother  ? ” 

(O  Mother,  Mary  Mother, 

I A living  soul,  between  Hell  and  Heaven  1) 

i 

I “ But  he  calls  for  ever  on  your  name, 

I Sister  Helen, 

And  says  that  he  melts  before  a flame.” 

“ My  heart  for  his  pleasure  fared  the  same, 

Little  brother.” 

I (O  Mother,  Mary  Mother, 

‘ Fire  at  the  heart,  between  Hell  and  Heaven  !) 


“ Here’s  Keith  of  Westholm  riding  fast. 

Sister  Helen, 

For  I know  the  white  plume  on  the  blast.” 

“ The  hour,  the  sweet  hour  I forecast, 

Little  brother ! ” 

(0  Mother,  !Mary  Mother, 

Is  the  hour  sweet,  between  Hell  and  Heaven?) 
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f “ He  stops  to  speak,  and  he  stills  his  horse, 

' Sister  Helen  ; 

I But  his  words  are  drowned  in  the  wind’s  course.” 

I “ Nay  hear,  nay  hear,  you  must  hear  perforce, 
j Little  brother  ! ” 

(O  Mother,  Mary  Mother, 

J Mhat  word  now  heard,  between  Hell  and  Heaven?) 


“ Oh  he  says  that  Keith  of  Ewern’s  cry. 

Sister  Helen, 

Is  ever  to  see  you  ere  he  die.” 

“ In  all  that  his  soul  sees,  there  am  I, 

Little  brother  ! ” 

(O  Mother,  Mary  Mother, 

The  soul’s  one  sight,  between  Hell  and  Heaven !) 


“ He  sends  a ring  and  a broken  coin. 

Sister  Helen, 

And  bids  you  mind  the  banks  of  Boyne.” 

“ What  else  he  broke  will  he  ever  join. 

Little  brother  ” 

(O  Mother,  Mary  Mother, 

No,  never  joined,  between  Hell  and  Heaven  !) 


“ He  yields  you  these  and  craves  full  fain, 

Sister  Helen, 

You  pardon  him  in  his  mortal  pain.” 

“ What  else  he  took  will  he  give  again. 

Little  brother  ? ” 

(O  Mother,  Mary  Mother, 

Not  twice  to  give,  between  Hell  and  Heaven  !) 


124 


SISTER  HELEISf. 


“ He  calls  your  name  in  an  agony, 

Sister  Helen, 

That  even  dead  Love  must  weep  to  see.” 

“ Hate,  born  of  Love,  is  blind  as  he. 

Little  brother  ! ” 

(O  Mother,  Mary  hlother, 
Love  turned  to  hate,  between  Hell  and  Heaven !) 


“ Oh  it’s  Keith  of  Keith  now  that  rides  fast. 

Sister  Helen, 

For  I know  the  white  hair  on  the  blast.” 

“ The  short,  short  hour  will  soon  be  past. 

Little  brother  ? ” 

(O  Mother,  Mary  Mother, 

Will  soon  be  past,  between  Hell  and  Heaven !) 


“ Lie  looks  at  me  and  he  tries  to  speak. 

Sister  Helen, 

But  oh  ! his  voice  is  sad  and  weak  ! ” 

“ What  here  should  the  mighty  Baron  seek. 

Little  brother  } ” 

(O  Mother,  Mary  Mother, 

Is  this  the  end,  between  Hell  and  Heaven?) 


“ Oh  his  son  still  cries,  if  you  forgive. 

Sister  Helen, 

The  body  dies,  but  the  soul  shall  live.” 

“ Fire  shall  forgive  me  as  I forgive. 

Little  brother ! ” 

(O  Mother,  Mary  Mother, 

As  she  forgives,  between  Hell  and  Heaven  !) 
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“ Oh  he  prays  you,  as  his  heart  would  rive, 

Sister  Helen, 

To  save  his  dear  son’s  soul  alive.” 

“ Fire  cannot  slay  it,  it  shall  thrive. 

Little  brother  ! ” 

(O  Mother,  Mary  Mother, 
Alas,  alas,  between  Hell  and  Heaven  !) 


“ He  cries  to  you,  kneeling  in  the  road. 

Sister  Helen, 

To  go  with  him  for  the  love  of  God  ! ” 

“ The^  way  is  long  to  his  son’s  abode. 

Little  brother.” 

(O  Mother,  Mary  Mother, 

The  way  is  long,  between  Hell  and  Heaven  !) 

“ A lady’s  here,  by  a dark  steed' brought. 

Sister  Helen, 

So  darkly  clad,  I saw  her  not.” 

“ See  her  now  or  never  see  aught. 

Little  brother ! ” 

(O  Mother,  Mary  Mother, 
What  more  to  see,  between  Hell  and  Heaven?) 


“ Her  hood  falls  back,  and  the  moon  shines  fair. 
Sister  Helen, 

On  the  Lady  of  Ewern’s  golden  hair.” 

“ Blest  hour  of  my  power  and  her  despair. 

Little  brother ! ” 

(O  Mother,  Mary  Mother, 

Hour  blest  and  bann’d,  between  Hell  and  Heaven !) 
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“ Pale,  pale  her  cheeks,  that  in  pride  did  glow. 
Sister  Helen, 

’Neath  the  bridal- wreath  three  days  ago.” 

“ One  morn  for  pride  and  three  days  for  woe. 
Little  brother  ! ” 

(O  Mother,  Mary  Mother, 

Three  days,  three  nights,  between  Hell  and  Heaven  !) 

“ Her  clasped  hands  stretch  from  her  bending  head. 
Sister  Helen ; 

With  the  loud  wind’s  wail  her  sobs  are  wed.” 

“ What  wedding-strains  hath  her  bridal-bed. 

Little  brother  } ” 

(O  Mother,  Mary  IMother, 

What  strain  but  death’s,  between  Hell  and  Heaven?) 


“ She  may  not  speak,  she  sinks  in  a swoon. 

Sister  Helen,  — 

She  lifts  her  lips  and  gasps  on  the  moon.” 

Oh  ! might  I but  hear  her  soul’s  blithe  tune. 
Little  brother ! ” 

(O  Mother,  Mary  Mother, 

Her  woe’s  dumb  cry,  between  Hell  and  Heaven !) 


“ They’ve  caught  her  to  Westholm’s  saddle-bow. 
Sister  Helen, 

And  her  moonlit  hair  gleams  white  in  its  flow.” 

“ Let  it  turn  whiter  than  winter  snow. 

Little  brother ! ” 

(O  Mother,  Mary  Mother, 
Woe-withered  gold,  between  Hell  and  Heaven !) 
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“ O Sister  Helen,  you  heard  the  bell, 

Sister  Helen  ; 

IMore  loud  than  the  vesper-chime  it  fell.” 

“ No  vesper-chime,  but  a dying  knell. 

Little  brother  ! ” 

(O  Mother,  Mary  Mother, 

His  dying  knell,  between  Hell  and  Heaven !) 


Alas  ! but  I fear  the  heavy  sound. 

Sister  Helen ; 

Is  it  in  the  sky  or  in  the  ground.^  ” 

Say,  have  they  turned  their  horses  round. 

Little  brother  ? ” 

(O  Mother,  Mary  Mother, 
MTiat  would  she  more,  between  Hell  and  Heaven?) 


‘‘  They  have  raised  the  old  man  from  his  knee. 
Sister  Helen, 

And  they  ride  in  silence  hastily.” 

“ More  fast  the  naked  soul  doth  flee. 

Little  brother ! ” 

(O  Mother,  Mary  Mother, 

The  naked  soul,  between  Hell  and  Heaven  !) 


“ Flank  to  flank  are  the  three  steeds  gone. 

Sister  Helen, 

But  the  lady’s  dark  steed  goes  alorre.” 

“ And  lonely  her  bridegroom’s  soul  hath  flown. 
Little  brother.” 

(O  Mother,  Mary  Mother, 

The  lonely  ghost,  between  Hell  and  Heaven  !) 
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“ Oh  the  wind  is  sad  in  the  iron  chill, 

Sister  Helen, 

And  weary  sad  they  look  by  the  hill.  ” 

“ But. he  and  I are  sadder  still. 

Little  brother  ! ’’ 

(O  Mother,  Mary  Mother, 
jSIost  sad  of  all,  between  Hell  and  Heaven  !} 


“ See,  see,  the  wax  has  dropped  from  its  place, 
Sister  Helen, 

And  the  flames  are  winning  up  apace  ! ” 

“Yet  here  they  burn  but  for  a space, 

Little  brother  ! ” 

(O  Mother,  Mary  IMother, 
Here  for  a space,  between  Hell  and  Heaven !) 

“ Ah  ! what  white  thing  at  the  door  has  cross’d. 
Sister  Helen? 

Ah  ! what  is  this  that  sighs  in  the  frost?  ” 

“ A soul  that’s  lost  as  mine  is  lost. 

Little  brother  ! ” 

(O  Mother,  IVIary  Mother, 
Lost,  lost,  all  lost,  between  Hell  and  Heaven  1) 
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ARRANGED  FOR  PANTOMIME. 


The  action  of  the  boy  should  take  place  upon  the  left,  that  of  Sister  Helen 
upon  the  right. 


I. 

Why  did  you  melt  your  waxen  man, 

Sister  Helen  ? 

Left  foot  forward,  weight  upon  that  foot.  Left  hand  (prone)  out 
stretched  questioningly  toward  Helen ; look  toward  left,  as  if  addressing 
Helen. 

To-day  is  the  third  since  you  began.” 

The  same  attitude,  a questioning  look  .upon  face. 

The  time  was  long, 

Bring  weight  back  upon  right  foot;  hands  clasped,  head  bowed  over 
right  shoulder,  as  if  in  thought. 

yet  the  time  ran, 

Little  brother.” 

Clasp  hands  still  more  tightly,  raise  head,  and  turn  impetuously  to 
right,  towards  the  boy. 


II. 

You  said  it  must  melt  ere  vesper  hell. 

Sister  Helen  ; 

Weight  still  upon  back  foot  (right)  ; left  foot  forward;  no  movement 
of  arms;  look  at  Helen,  toward  left. 

If  now  it  he  molten,  all  is  well.” 

Bring  weight  forward  to  left  foot,  as  if  to  look  at  image,  at  the  same 
time  slightly  extending  arm  toward  it,  hand  prone. 
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Even  so,  — 

Start  back,  clenching  left  band,  and  extending  right  arm  in  repulsion, 
and  turning  head  to  left,  as  if  to  repel  and  shut  out  the  sight  of  the 
image. 


nay  peace  ! 

Turn  to  right,  towards  the  boy,  right  arm  extended,  as  if  silencing 
him.  As  the  body  is  brought  forward  from  the  preceding  position,  wave 
the  arm  slightly  toward  the  body  for  opposition,  then,  as  the  arm  is  car- 
ried out  toward  the  boy,  allow  the  body  to  sway  back  slightly  in 
opposition. 


you  cannot  tell, 

Little  brother/’ 

Drop  right  arm,  and  incline  head  slightly  to  right,  toward  the  boy. 


III. 


Oh,  the  waxen  knave  was  plump  to-day. 

Sister  Helen  ; 

Hands  clasped  upon  breast;  weight  upon  forward  foot  (left) ; expres- 
sion of  surprise  upon  face.  Look  towards  left,  at  image. 

How  like  dead  folk  he  has  dropped  away ! ” 

Hands  still  clasped  upon  breast;  keeping  the  eyes  still  upon  the 
image,  draw  back  slightly,  as  if  in  awe,  at  the  same  time  slightly  inclin- 
ing head  forward,  in  opposition. 

Nay,  now  of  the  dead  what  can  you  say. 

Little  brother  ? ” 

Drop  clasped  hands  from  breast  to  the  front  of  the  body;  change 
weight  to  right  foot,  observing  the  harmonious  poise  in  the  change. 
Incline  head  to  right,  towards  the  boy,  as  if  regarding  him  sadly  and 
tenderly. 


IV. 

Now  close  your  eyes,  for  they’re  sick  and  sore. 

Sister  Helen, 

Bring  weight  forward  to  left  foot;  carry  left  arm  out  towards  Helen, 
with  caressing  movement,  hand  in  attitude  of  tenderness ; incline  head 
backward,  as  the  arm  is  carried  out;  sympathetic  expression  upon  face. 
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And  I’ll  play  without  the  gallery  door.” 

Bring  hand  toward  self,  upon  the  word  “ I’ll,”  simultaneously  inclin- 
ing head  forward,  then  carry  arm  to  left,  as  if  designating  the  door. 

Aye,  look  and  say  whatever  you  see, 

Little  brother.” 

Turn  quickly  to  right,  clench  hands  in  intensity , slightly  elevating 
shoulders;  a look  of  expectancy  upon  the  face. 


V. 


Outside  it’s  merry  in  the  wind’s  wake. 

Sister  Helen, 

Clasp  hands  in  pleasure,  look  around,  as  if  gazing  at  the  trees;  a 
pleased  expression  upon  the  face. 

In  the  shaken  trees  the  chill  stars  shake.” 

Carry  arms  out  to  side  in  a broad  gesture,  including  all  the  trees.  On 
the  words ‘‘ the  chill  stars  shake,”  look  up  and  make  a slight  upward 
wave  of  the  arms,  to  designate  the  stars. 

Hush, 

Step  forward  quickly,  to  right,  press  left  hand  upon  heart;  carry 
right  arm  towards  the  boy,  as  if  silencing  him,  hand  in  attitude  of  ear- 
nestness, inclining  head  back,  slightly  in  opposition. 

heard  you  a horse  tread  while  you  spake. 

Little  brother  ? ” 

Turn  head  to  left,  and  incline  it  slightly  to  right,  as  if  intently  listen- 
ing, at  the  same  time,  bring  right  arm  slightly  towards  body,  in  an 
attitude  of  listening;  expression  of  eager  expectancy  upon  face. 


VI. 


I hear  a horse-tread. 

Turn  head  to  right,  and  incline  it  slightly  to  left;  bring  right  hand 
toward  the  breast. 


and  I see. 

Sister  Helen, 
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Three  horsemen  that  ride  terribly.” 

Lean  forward  (to  left),  hands  shading  eyes,  as  if  looking  down  the 
road. 

Look,  look, 

Step  to  right,  toward  the  boy,  carrying  both  arms  out  (hands  prone 
and  in  attitude  of  animation)  toward  him,  in  great  excitement,  slightly 
inclining  head  backward. 

do  you  know  them,  who  they  are. 
Little  brother  ? ” 

Lean  still  farther  forward  toward  the  boy,  clasp  hands  and  bring  them 
to  the  breast;  expression  of  eagerness  upon  the  face. 

Oh,  it’s  Keith  of  Eastholni  rides  so  fast. 

Sister  Helen, 

Lean  forward  (to  left),  hands  shading  the  eyes. 

For  I know  the  white  mane  on  the  blast.” 

Clasp  hands  in  surprise,  but  still  keep  the  eyes  to  the  left,  as  if  look- 
ing down  the  road. 

The  hour  has  come,  has  come  at  last. 

Little  brother ! ” 

Slowly  raise  head  and  both  arms  to  Heaven,  In  fierce  exultation. 


VIIT. 


He  has  made  a sio^n 

Lean  forward  (to  left),  slightly  bending  left  knee,  hands  shading  eyes. 

and  called  Halloo  ! 

Sister  Helen, 

Bring  right  hand  to  breast,  carry  left  arm  out  slightly,  as  if  listening 
at  the  same  time  turning  head  to  right,  and  slightly  inclining  it 
backward. 
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And  he  says  that  he  Avoiild  speak  with  you.” 

Turn  head  to  left,  as  if  addressing  Helen,  and  carry  left  arm  out  to 
side  toward  her,  hand  supine,  inclining  head  back  in  opposition.  Retain 
right  hand  upon  breast. 

Oh  tell  him  I fear  the  frozen  dew, 

Little  brother.” 

Drop  arms  to  side,  slowly  turn  body  to  left,  and  incline  head  back- 
ward and  turn  it  to  right,  look  over  right  shoulder  towards  the  boy,  a 
smile  of  sarcasm  upon  the  lips. 


IX. 


The  wind  is  loud,  hut  I hear  him  cry,  * 

Sister  Helen, 

Lean  forward  (to  left),  bending  left  knee;  bring  right  hand  to  breast; 
turn  head  to  right,  and  bring  hand  to  left  ear,  as  if  intently  listening. 

That  Keith  of  Ewern’s  like  to  die.” 

Start  back,  in  shocked  surprise,  clasping  the  hands;  look  towards 
left,  at  Helen;  expression  of  grieved  surprise  upon  face. 


X. 

Three  days  and  nights  he  has  lain  abed. 

Sister  Helen, 

Clasp  hands,  still  more  tightly,  and  bring  them  to  breast,  inclining 
head  forward,  slightly,  in  opposition. 

And  he  prays  in  torment  to  be  dead.” 

Carry  clasped  hands  out  slightly  (to  left),  toward  Helen,  inclining 
head  back,  in  opposition;  expression  of  pity  and  sorrow  upon  face. 

The  thing  may  chance,  if  he  have  prayed, 

Little  brother  ” 

Turn  body  to  left,  head  to  right;  shrug  shoulders  slightly;  carry 
clasped  hands  down  to  front  of  body;  expression  of  sarcasm  and  indif- 
ference upon  face. 
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XI. 

^^Here ’s  Keith  of  Westliolm  ridinpr  fast. 

Sister  Helen, 

For  I know  the  white  plume  on  the  blast.” 

Lean  forward  (to  left) , shading  the  eyes  with  the  hands,  as  if  peering 
intently  through  the  gloom. 

The,  hour,  the  sweet  hour 

Clasp  hands  in  fierce  exultation,  raise  them  slowly  to  breast;  raise 
eyes  to  Heaven^ 


I forecast, 

Little  brother  ! ” 

Retain  left  hand  upon,  breast,  raise  right  arm  to.  Heaven,  as  if  in 
prophecy  (back  of  hand  to  the  front) ; keep  the  eyes  raised;  expression 
of  fierce,  exultant  joy  upon  the  face.. 


XII. 


Oh  he  says 

Lean  forward  (to  left) ; raise  left  hand  toward  left  ear,  as  if  listening, 
right  arm  to  front,  in  support  of  left;  turn  head  slightly  toward  right, 
and  incline  it  to  left. 

that  Keith  of  Ewern’s  cry. 

Sister  Helen, 

Slowly  bring  hands  to  breast  and  clasp  them,  inclining  head  forward, 
in  opposition;  the  head  must  still  be  turned  to  the  right,  as  if  listening. 

Is  ever  to  see  yon  ere  he  die.” 

Turn  to  left,  towards  Helen,  and  extend  both  arms  to  hfer,  in  appeal. 

111  all  that  his  soul  sees,  there  am  I, 

Little  brother ! ” 

Body  still  turned  to  left;  slowly  turn  head  to  right,  until  it  is  inclined 
over  right  shoulder;  eyes  to  right,  fixed  upon  boy,  slowly  raise  left  arm 
to  Heaven,  right  arm  in  repose  at  side. 


LITTLE  BROTHER. 
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sends  a ring,  and  a broken  coin, 

Sister  Helen, 

Look  towards  left,  as  if  addressing  Helen;  clasp  hands  pleadingly; 
expression  of  pity  and  sympathy  upon  face. 

And  bids  you  mind  the  banks  of  Boyne.” 

Bring  right  hand  to  breast,  and  extend  left  arm  towards  Helen,  hand 
prone,  in  attitude  of  tenderness;  incline  head  backward,  as  the  arm  is 
carried  out. 

What  else  he  broke 

Clench  both  hands,  and  bring  the  left  towards  breast,  elevating  the 
shoulders  and  inclining  head  forward  slightly,  in  opposition  to  the  arm; 
expression  of  despair  upon  face. 

will  he  ever  join. 

Little  brother  ? ” 

Throw  both  arms  up,  hands  clenched;  throw  head  back  in  an  abandon- 
ment of  grief.  Upon  the  word  “join,”  throw  left  arm  over  the  head,  and 
cover  face  with  right  hand,  then  let  the  head  sink  forward,  slowly,  upon 
breast,  with  arms  and  hands  in  this  position. 


XIII. 

He  calls  your  name  in  an  agony, 

Sister  Helen, 

Clasp  hands  tightly,  elevating  shoulders  and  depressing  head;  face 
expressing  intense  pity. 

That  even  dead  Love  must  weep  to  see.” 

Carry  clasped  hands  out  towards  Helen,  inclining  head  back. 

Hate,  born  of  Love, 

Clench  hands  together  tightly,  elevate  shoulders,  and  depress  head> 
then  slowly  carry  hands  down,  still  tightly  clenched,  raising  head 
slightly;  expression  of  vindictiveness  and  hate  upon  face. 

is  blind  as  he. 

Little  brother  ! ” 

Carry  the  right  arm  to  the  right,  turning  head  to  left,  as  if  putting 
away  all  memories  of  her  love,  and  allowing  nothing  but  the  memory  of 
her  wrong  to  come  to  her ; face  expressive  of  implacable  hate  and  revenge. 
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XIV. 


Oh  its  Keith  of  Keith  now  that  rides  fast, 

Sister  Helen, 

For  I know  the  white  hair  on  the  blast.” 

Lean  forward  in  ^reat  excitement,  bring  hands  slowly  to  eyes,  as  if 
shading  them,  at  the  same  time  inclining  head  forward,  in  opposition, 
then  carry  hands  slowly  out  again,  inclining  head  back. 

The  short,  short  hour  will  soon  be  past. 

Little  brother?” 

Bring  the  hands  slowly  toward  head,  then  carry  them  to  breast ; shrink 
back  slightly,  with  an  expression  of  dread  upon  face;  eyes  fixed  intently 
upon  image. 


XV. 

He  looks  at  me  and  he  tries  to  speak. 

Sister  Helen, 

Lean  forward,  to  suggest  looking  down  at  the  baron-,  retain  right 
hand  upon  breast ; carry  left  hand  to  left  cheek,  in  a sympathetic  gesture, 
remember  to  incline  head  forward,  in  opposition,  as  the  hand  is  raised 

But  oh  ! his  voice  is  sad  and  weak  ! ” 

Carry  right  hand  to  breast,  and  clasp  hands;  an  expression  of  pity 
upon  the  face. 

What  here  should  the  mighty  Baron  seek. 

Little  brother  ? ” 

Body  slightly  turned  to  left;  head  thrown  back,  and  inclined  over 
shoulder;  an  expression  of  scornful  surprise  upon  face. 


XVI. 

Oh  his  son  still  cries,  if  you  forgive. 

Sister  Helen, 

Turn  to  left,  as  if  earnestly  addressing  Helen,  clasp  hands  pleadingly. 


SISTER  HELEN. 
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The  body  dies,  but  the  soul  shall  live.” 

Extend  both  arms,  in  appeal,  towards  Helen,  simultaneously  carrying 
head  back. 

Fire  shall  forghe  me  as  I forgive, 

Little  brother ! ” 

Turn  fiercely  to  right,  clench  both  hands,  and  slowly  raise  right  arm 
to  breast,  hand  in  attitude  of  malediction;  face  expressing  unrelenting 
fierceness. 


XVII. 

Oh  he  prays  you,  as  his  heart  would  rive. 

Sister  Helen, 

Step  to  left,  toward  Helen,  clasp  hands  in  intense  pleading. 

To  save  his  dear  son’s  soul  alive.” 

Carry  clasped  hands  out,  in  appeal,  head  moving  back. 

Fire  cannot  slay  it,  it  shall  thrive. 

Little  brother ! ” 

Turn  slowly  to  right,  clenching  left  hand  at  side,  and  raising  right 
arm  to  Heaven,  face  expressive  of  revenge. 


XVIII. 


He  cries  to  you,  kneeling  in  the  road. 

Sister  Helen, 

Bend  left  knee,  to  suggest  kneeling  and  extend  both  arms  pleadingly 
to  Helen. 


go  with  him  for  the  love  of  God ! ” 

Sink  still  lower  upon  left  knee,  clasp  hands  in  an  agony  of  pity  and 
pleading,  and  carry  them  out  to  left,  towards  Helen,  head  moving  back- 
ward as  hands  are  carried  out. 


140 


SISTER  HELEN. 


The  Avay  is  long  to  liis  son’s  abode, 

Little  brother.” 

Turn  body  slowly  to  left,  head  to  right,  and  eyes  fixed  upon  the 
brother;  carry  left  arm  slowly  to  left,  and,  upon  the  words,  “ his  son’s 
abode,  point  downward,  to  suggest  the  abode  of  Hell. 


XIX. 


A lady’s  here,  by  a dark  steed  brought. 

Sister  Helen, 

Lean  forward  (to  left),  left  hand  shading  eyes,  right  arm  out  in  sup- 
port of  left. 

So  darkly  clad,  I saw  her  not.” 

Bring  right  hand  up  to  eyes,  and  lean  still  further  forward,  a puz- 
zled, surprised  expression  upon  face. 

See  her  now 

Spring  to  right,  in  great  excitement;  press  left  hand  convulsively 
upon  heart,  and  extend  right  hand  (prone)  in  great  excitement  towards 
boy. 

or  never  see  aught. 

Little  brother ! ” 

Carry  right  arm  up  slowly  to  Heaven,  as  if  invoking  a curse,  retain 
left  hand  upon  heart,  eyes  fixed  upon  the  boy. 


XX. 


Her  hood  falls  back. 

Lean  forward,  in  great  curiosity,  left  arm  moving  out  slightly,  right 
arm  out  at  side,  in  support  of  left. 

and  the  moon  shines  fair. 
Sister  Helen, 

Slowly  bring  both  hands  up  towards  eyes,  simultaneously  moving 
head  forward,  in  opposition;  lean  still  further  forward,  as  if  anxious  to 
see  who  the  lady  is. 


“fire  cannot  SEAY  IT,  IT  SHALL  THRn% 


LITTLE  BROTHER  ! ” 


SISTER  HELEN. 
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On  the  Lady  of  Ewern’s  golden  hair.” 

Start  back  slightly,  clasp  hands  in  surprise;  expression  of  wonder  and 
surprise  upon  face. 


Blest  hour  of  my  power  and  her  despair, 

Little  brother ! ” 


Step  forward  (to  right),  raise  both  arms  to  Heaven,  head  raised; 
expression  of  fiendish  exultation  upon  face. 


XXI. 


She  may  not  speak, 

Clasp  both  hands  and  bring  them  to  heart;  expression  of  pity 
upon  face. 


she  smks  in  a swoon. 

Sister  Helen, — 

Lean  forward,  to  suggest  bending  over  the  balcony,  extend  both  arms 
to  left,  as  if  reaching  toward  the  lady  in  sympathy. 

She  lifts  her  lips  and  gasps  on  the  moon.” 

Bring  both  hands  towards  eyes,  carrying  head  forward,  to  suggest 
looking  very  intently  through  the  darkness  at  the  lady;  face  expressive 
of  great  pity  and  symyathy. 

Oh  ! might  I but  hear  her  soul’s  blithe  tune. 

Little  brother ! ” 

Step  to  right,  and  bend  right  knee,  inclining  body  forward,  to  suggest 
kneeling,  and,  leaning  forward,  turn  head  to  left,  bring  left  hand  (in 
attitude  of  execration)  to  breast;  car^  right  hand  toward  ear,  inclining 
head  forward,  to  suggest  intently  listening;  an  expression  of  cruel 
enjoyment  upon  face. 


XXII. 

0 Sister  Helen,  you  heard  the  bell. 

Sister  Helen ; 


Start  back,  in  affright,  clasping  hands. 
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More  loud  than  the  vesper-chime  it  fell.” 

Turn  head  to  left,  as  if  looking  at  Helen,  hands  clasped;  expression 
of  awe  upon  face. 

No  vesper-chime. 

Turn  to  right,  extending  right  arm,  as  if  to  silence  the  boy,  pressing 
left  hand  upon  heart. 


hut  a dying’  knell, 

Little  brother  ! ” 

Slowly  drops  arms  to  side,  then  drop  head  upon  breast;  expression  of 
hopelessness  upon  face. 


XXI  ri. 

Alas  ! but  I fear  the  heavy  sound, 

Sister  Helen; 

Carry  left  foot  back,  sinking  weight  upon  it,  in  a crouching  attitude; 
hands  over  the  ears,  as  if  to  shut  out  the  sound. 

Is  it  in  the  sky 

Crouch  still  lower,  and  look  up  at  sky,  and  slightly  draw  body  away. 

or  in  the  ground  ? ” 

Shrink  back,  bring  hands  to  breast,  look  all  around  and  towards  the 
ground,  as  if  in  search  of  the  sound;  expression  of  dread  and  fear  upon 
the  face. 

Say,  have  they  turned  their  horses  round. 

Little  brother  ? ” 

Step  to  right,  extend  right  arm  towards  the  boy,  hand  in  attitude  of 
earnestness;  left  hand  pressed  to  heart;  face  expressive  of  intense 
earnestness. 


XXIV. 

Flank  to  flank  are  the  three  steeds  gone. 

Sister  Helen, 

Incline  body  forward;  bending  left  knee,  to  suggest  kneeling,  both 
hands  shading  eyes. 


YET  HERE  THEY  BURN 


BUT  FOR  A SPACE, 


! ” 


LITILE  BROTHER 
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But  the  lady’s  dark  steed  goes  alone.” 

Incline  the  body  still  further  forward,  hands  still  shading  eyes,  as  if 
trying  intently  to  pierce  the  gloom. 

And  lonely  her  bridegroom’s  soul  hath  flown, 

Clasp  hands,  and  bring  them  slowly  down,  simultaneously  raising  head. 

Little  brother.” 

Drop  head  upon  breast;  an  expression  of  awe  upon  the  face. 


XXY. 


See,  see,  the  wax  has  dropped  from  its  place. 

Sister  Helen, 

Step  to  left,  with  excitement,  toward  image,  and  point  to  it  with  left 
hand. 

And  the  flames  are  winning  up  apace  ! ” 

Same  position,  eyes  still  upon  image;  make  a slight  upward  gesture 
with  left  hand. 

Yet  here  they  burn 

Spring  to  right,  as  if  rushing  toward  the  image,  left  hand  pressed  con- 
vulsively upon  heart,  pointing  to  image  with  right,  as  if  designating  the 
spot  to  which  the  wax  still  adheres;  face  expressive  of  terror,  dread  and 
suspense. 


but  for  a space. 

Little  brother  ! ” 

Incline  body  still  further  forward,  as  if  leaning  over  the  image,  press 
left  hand  convulsively  to  heart,  bring  right  hand  to  head;  the  whole  atti- 
tude and  face  expressive  of  the  most  intense  suspense. 


XXVI. 

Ah  ! what  white  thing  at  the  door  has  crossed. 

Sister  Helen  ? 

Start  back  in  terror,  thrust  out  both  arms,  as  if  to  ward  off  the  spirit; 
expression  of  fear  upon  face. 
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All ! what  is  this  that  sighs  in  the  frost  ? ” 

Crouch  down,  and  shrink  back,  bringing  both  hands  to  ears,  as  if  to 
shut  out  the  sound,  looking  around  in  great  terror. 

A soul  that’s  lost 

Bring  arms  up,  hands  clenched,  head  toward  left,  body  swaying  back. 

as  mine  is  lost, 

Little  brother ! ” 

Clutch  head  tightly  with  both  hands,  slowly  turn  it  to  right,  body 
swaying  backward;  expression  of  hopeless,  despairing  anguish  upon  face. 

Lost,  lost,  all  lost. 

Throw  arms  up  in  an  utter  abandonment  of  despair;  upon  the  words 
“ all  lost,”  throw  right  arm  over  head,  and  cover  face  with  left  hand, 
carrying  head  back;  allow  the  body  to  sway  back  as  far  as  possible. 

between  Hell  and  Heaven.” 

Bend  both  knees,  slowly  sink  toward  ground  in  hopeless  despair, 
covering  face  with  hands. 


ALL  LOST, 


BETWEEN  HELL  AND  HEAVEN  ! 
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Oh,  the  long  and  dreary  Winter  ! 


Weight  upon  the  back  foot  (left),  hands  tightly  clasped,  as  in 
struggle. 


Oh,  the  cold  and  cruel  Winter ! 


Bring  clasped  hands  to  breast,  slightly  elevating  shoulders,  and 
bringing  them  slightly  forward,  to  suggest  a shiver. 


Ever  thicker,  thicker,  thicker. 
Froze  the  ice  on  lake  and  river. 


Slowly  carry  weight  of  body  forward  until  it  rests  upon  the  forward 
foot,  which  is  the  right;  raise  arms  to  front,  to  about  the  level  of  waist; 
then  slowly  and  gracefully  carry  them  out  to  side,  in  a descriptive  gest- 
ure, hands  (prone)  easily  and  gracefully  held;  look  around,  as  if  ai  the 
frozen  waters. 


Fell  the  snow  o’er  all  the  landscape. 
Fell  the  covering  snow,  and  drifted 


Raise  both  arms  (hands  hanging  relaxed)  throughout  the  first  four 
words,  and  upon  the  word  “ fell,”  let  them  begin  to  descend;  depress 
the  upper  arm,  elbow  and  wrist,  and  allow  the  arms  to  float  downward 
to  little  below  the  level  of  the  shoulders;  make  a slight  gesture  stroke 
upon  the  word  “ drifted.” 


Through  the  forest. 


Bring  the  arms  to  front,  toward  one  another. 


round  the  village. 


Wave  the  arms  out  to  side. 
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Hardly  from  his  buried  wigwam 

Could  the  hunter  force  a passage  ; 

* Slowly  bring  weight  to  forward  foot;  raise  right  arm  to  front,  and, 
upon  the  word  ‘‘  force,”  send  arm  out  to  front,  in  a strong  gesture. 

With  his  mittens  and  his  snow-shoes 

Move  right  arm  slightly  towards  body  (this  gesture  is  merely  a pre- 
paratory movement  for  the  next). 

V ainly 

Carry  arm  to  right,  head  moving  to  left,  in  a gesture  of  pathetic 
repulsion. 

walked  he  through  the  forest, 

Drop  arm  to  side,  and  bring  head  to  front. 

Sought  for  bird  or  beast 

Sway  forward,  extend  right  arm  to  front,  left  arm  to  side;  the  whole 
action  to  suggest  seeking. 


and  found  none, 

Bring  weight  to  back  foot;  give  the  arms  a slight,  upward  wave,  then 
drop  them  to  side,  head  falling  upon  breast;  attitude  suggestive  of 
despair. 

Saw  no  track  of  deer  or  rabbit. 

Incline  body  forward,  shade  eyes  wuth  hands,  peer  intently  around, 
as  if  searching  eagerly  for  some  track. 

In  the  snow  beheld  no  footprints. 

Incline  the  body  still  further  forward,  bending  right  knee,  action  the 
same  as  in  the  preceding  line,  only  make  it  more  intense. 

In  the  ghastly,  gleaming  forest 

Shrink  aw'ay,  gesture  of  repulsion. 


* Always  remember  to  move  the  head  in  opposition  to  the  arms.  When  the 
arms  are  brought  up,  slightly  depress  the  head,  and  vice  versa.  When  the  arms 
descend,  raise  head.  When  the  arms  are  carried,  the  head  should  move  back- 
ward slightly,  etc.  Upon  these  little  points  depend,  in  a great  measure,  the 
beauty  and  subtlety  of  your  movements. 


FROM  HIS  DOORWAY  HIAWATHA 
SAW  IT  BURNING  IN  THE  FOREST, 


THE  FAMINE. 


159 


Fell, 

Reel  backward,  clutching  the  head  with  both  hands. 

and  could  not  rise  from  weakness, 

Slowly  take  an  attitude  of  prostration. 

Perished  there  from  cold  and  hunger. 

Come  back  slowly  to  normal  position. 

Oh  the  famine  and  the  fever  ! 

Clasp  hands  in  struggle,  slightly  elevating  shoulders,  and  depressing 
head. 

Oh  the  wastino'  of  the  famine  ! 

O 

The  same  gesture,  only  make  it  more  intense. 

Oh  the  blasting  of  the  fever ! 

Arms  thrown  out  in  abandon,  hands  prone,  head  thrown  back. 

Oh  the  wailinof  of  the  children  ! 

o 

Bring  hands  slowly  to  breast,  depressing  head. 

Oh  the  ano’uish  of  the  women  ! 

o 

Raise  arms,  with  hands  tightly  clasped  in  struggle,  head  moving 
back  in  opposition. 

All  the  earth  was  sick  and  famished ; 

Slowly  carry  arms  out  to  side  (hands  prone),  making  abroad,  descrip- 
tive gesture,  taking  in  all  the  earth. 

Hungry  was  the  air  around  them. 

Slowly  wave  arms  toward  one  another,  looking  fearfully  around. 

Hungry  was  the  sky  above  them. 

Wave  arms  out  to  side,  giving  them  a graceful  impulse  upward. 

And  the  hungry  stars  in  Heaven 
Like  the  eyes  of  wolves  glared  at  them  ! 

Shrink  back,  bringing  hands  to  breast,  eyes  fixed  upon  the  stars:  on 
the  words  “ glared  at  them,”  depress  head  over  left  shoulder,  and  carry 
right  arm  up  in  repulsion,  to  suggest  the  idea  of  shutting  out  the 
horrible  sight 


160 


THE  FAMINE. 


Into  Hiawatha’s  wigwam, 

Came  two  other  guests  as  silent 
As  the  ghosts  were,  and  as  gloomy. 

Sway  forward,  slowly  raising  arm  throughout  the  words,  “ Into 
Hiawatha’s  wigwam,”  and  upon  the  “ Came  two  other  guests,”  designate 
the  guests  by  a slight  wave  of  the  arm ; remember  to  carry  the  head 
back  as  the  body  moves  forward,  and  the  arm  is  carried  out;  shrink 
back,  slightly,  with  the  words  “As  silent  as  the  ghosts  were,  and  as 
gloomy;  ” eyes  fixed  upon  the  imaginary  guests. 


Waited  not  to  be  invited. 

Did  not  parley  at  the  doorway. 

Wave  the  arm  to  right,  slightly  shaking  the  head. 

Sat  there  without  word  of  welcome 
In  the  seat  of  Laughing  W ater ; 

Designate  the  seat  with  right  hand. 


Looked  with  haggard  eyes  and  hollow 
At  the  face  of  Lauo^hinof  Water. 

o o 

Step  forward  (to  right),  as  if  anxiously  watching  them;  extend  right 
arm  toward  them,  hand  prone,  and  make  a gesture,  designating  the  face 
of  Laughing  Water. 


And  the  foremost  said  : Behold  me  ! 

I am  Famine,  Bukadawin  ! ” 

Step  back,  raise  head,  fix  eyes  with  a ghostly  stare  upon  Minnehaha; 
arms  in  gesture  of  revelation. 

And  the  other  said  : Behold  me  ! 

I am  Fever,  Ahkosewin  ! ” 

Step  forward,  raise  right  arm  over  head,  slightly  depressing  head. 

And  the  lovely  Minnehaha 
Shuddered  as  they  looked  upon  her. 

Shrink  away,  in  terror,  bringing  hands  to  breast,  eyes  fixed  upon  the 
imaginary  guests  with  an  expression  of  horrified  fascination  upon  face. 


IN  THE  LAND  OF  THE  DACOTAHS  ! 


“ I WILL  FOLLOW  YOU,  MY  HUSBAND  ! 
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Shuciclered  at  the  words  they  uttered, 

Shrink  back  still  further,  sinking  slightly  upon  back  knee  (left), 
and  turning  body  a little  to  left;  eyes  fixed  upon  the  ghosts,  which  are 
upon  the  right;  the  whole  attitude  must  be  as  suggestive  as  possible  of 
the  dreadful  fear  with  which  the  ghosts  have  inspired  her;  the  shoulders 
should  be  elevated  and  brought  forward,  to  suggest  a shudder. 

Lay  down  on  her  bed  in  silence, 

Retain  hands  upon  breast,  and  carry  right  foot  back  of  left  and  sink 
as  low  as  possible,  bending  both  knees. 

Hid  her  face,  but  made  no  answer ; 

Drop  face  into  hands. 

Lay  there  trembling,  freezing,  burning 

Still  retaining  the  crouching  posture,  draw  the  body  slightly  to  left,  as 
if  moving  as  far  as  possible  away  from  the  ghosts,  removing  hands  from 
face,  look  up  timidly  and  fearfully  to  right,  towards  the  ghosts. 

At  the  looks  they  cast  upon  her. 

Hide  face  again,  with  hands. 

At  the  fearful  words  they  uttered. 

Shrink  shudderingly  away,  still  in  the  crouching  posture,  drop  head, 
and  cover  ears  with  hands,  as  if  to  shut  out  the  words  uttered  by  the 
ghosts. 

Forth  into  the  empty  forest 

Rushed 

Drop  hands  from  ears,  raise  head,  and  slowly  rise  from  the  crouching 
attitude,  upon  the  word  “ rushed,”  step  forward  (to  right)  quickly, 
extending  both  arms  with  force,  allowing  head  to  move  back  in  opposition, 

the  maddened  Hiawatha ; 

Sway  back,  clutching  head  with  both  hands,  an  expression  of  wild 
anguish  upon  face. 

In  his  heart  was  deadly  sorrow. 

Bring  hands  to  heart,  elevating  shoulders. 

In  his  face  a stony  firmness  ; 

Slowly  drop  hands  to  side,  draw  the  body  up,  head  erect,  expression 
of  firmness  and  despair  upon  face. 
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‘‘  Gitclie  Manito,  tlxe  Mighty  ! ” 

Sink  slightly  upon  right  knee,  to  suggest  kneeling,  raise  eyes  and 
clasped  hands  to  Heaven ; face  expressive  of  the  most  intense  earnestness. 

Cried  he  with  his  face  uplifted 

In  that  bitter  hour  of  anguish, 

Slowly  bring  clasped  hands  to  breast,  slightly  inclining  head  forward. 

Give  your  children  food,  0 father  ! 

Give  us  food,  or  we  must  perish  ! 

Carry  clasped  hands  out  in  passionate  appeal,  head  moving  back. 

Give  me  food  for  Minnehaha, 

Take  a step  forward,  and  sink  upon  right  knee,  inclining  body  back- 
ward, and  throwing  both  arms  out  in  the  most  intense  earnestness  and 
appeal. 

For  my  dying  Minnehaha ! ” 

Sink  as  low  as  possible  toward  ground,  dropping  face  into  hands. 

Through  the  far-resounding  forest. 

Through  the  forest  vast  and  vacant 

Slowly  rise,  cariyung  arms  out  to  side  (hands  prone),  in  a broad, 
descriptive  gesture,  look  around,  as  if  through  the  forest,  an  expression 
of  awe  upon  face. 

Rang 

Give  a sudden  wave  of  the  arms,  outward  and  upward. 

that  cry  of  desolation. 

Clench  hands  in  struggle,  then  drop  them  at  side. 

But  there  came 

Sway  forward,  slightly  raise  right  arm  slowly,  and  bring  hand  in 
toward  body,  inclining  head  forward,  and  turning  it  to  left,  in  attitude 
of  listening. 


no  other  answer 

Wave  arm  to  right,  head  turning  to  left. 

Than  the  echo  of  his  crying. 


f 
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Than  the  echo  of  the  woodlands, 

Minnehaha  ! Minnehaha ! ” 

Sway  forward,  slowly  bringing  hand  to  breast,  head  moving  back  and 
turning  to  left. 

All  day  long  roved  Hiawatha 

Bring  hand  down,  and  clasp  them  in  front  of  body. 

In  that  melancholy  forest, 

Look  around,  as  if  through  the  forest,  and  slightly  shrink  hack,  as  if 
appalled  by  the  loneliness^ 

Through  the  shadows  of  whose  thickets. 

In  the  pleasant  days  of  Summer 
Of  that  ne’er  forgotten  Summer, 

He  had  brought  his  young  wife  homeward 
From  the  land  of  the  Hacotahs ; 

Hands  still  clasped,  very  slowly  let  head  fall  upon  breast,  in  an  atti- 
tude of  thought. 

When  the  birds  sang  in  the  thickets, 

And  the  streamlets  laughed  and  glistened, 

And  the  air  was  full  of  fragrance, 

Slowly  raise  head,  smile,  as  if  the  remembrance  brought  pleasure. 

And  the  lovely  Laimhinof  Water 
Said  with  voice  that  did  not  tremble, 

Slowly  turn  head  to  left,  an  expression  of  love  and  confidence  upon 
the  face. 

I will  follow  you,  my  husband  ! ” 

Step  forward  (to  left) ; extend  both  arms,  head  moving  back,  the 
whole  attitude  suggestive  of  the  deepest  love  and  confidence  as  possible. 

In  the  wigwam  with  Nokomis, 

Slowly  drop  arms  to  side,  and  carry  head  around  to  right,  as  if  look- 
ing at  Minnehaha  (who  is  upon  the  right),  keep  the  body  turned  easily 
to  left;  expression  changes  to  that  of  sympathy  and  pity. 
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With  those  gloomy  guests  that  watched  her, 

With  the  Famine  and  the  Fever, 

Clasp  hands  and  shrink  away,  as  if  in  horror,  from  the  ghosts,  but 
still  keeping  the  eyes  fixed  upon  them. 

She  was  lying?  the  Beloved, 

Sway  forward  (to  right)  slightly,  extend  right  arm,  with  a carressing 
motion,  head  moving  back,  as  if  designating  Minnehaha. 

She  the  dying'  Minnehaha. 

Drop  arm  to  side,  and  drop'  head  upon  the  breast;  expression  of 
deep  pity  upon  face. 

Hark  1 ” she  said ; 

Bring  left  hand  to  breast,  carry  right  arm  out  towards  Nokomis,  as  if 
silencing  her. 


I hear  a rushing. 

Hear  a roaring  and  a rushing, 

Slowly  bring  right  hand  toward  breast,  turn  head  to  left,  and  incline  it 
to-wards  right,  as  if  listening. 

Hear  the  Falls  of  Minnehaha 
Calling  to  me  from  a distance  1 ” 

Clasp  hands  in.  great  joy  upon  breast;  expressionof  delight  upon  face 

No,  my  child  1 ” said  old  Nokomis, 

’T  is  the  night-wind  in  the  pine-trees  ! ” 

Now  suggest  Nokomis,  who  should  talk  from  the  left;  look  dowm, 
slowly  shaking  head,  an  expression  of  pity  upon  face. 

Look  1 ” she  said ; I see  my  father 

Clasp  the  hands  upod  the  word  “ look,”  then  extend  both  arms,  to 
right,  towards  the  father,  head  moving  back;  an  expression  of  love  and 
longing  upon  the  face. 

Standing  lonely  at  his  doorway. 

Clasp  hands  and  bring  them  to  breast,  head  moving  forward. 

Beckoninof*  to  me  from  his  Avio^wam 

o o 

Extend  right  arm  towards  the  father. 
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In  the  land  of  the  Dacotahs  ! ” 

Sway  forward,  bring  right  hand  up,  as  if  shading  the  eyes;  eye  fixed 
upon  the  imaginary  father. 

‘‘  No,  my  child  ! ” said  old  Nokomis, 

’ T is  the  smoke,  that  waves  and  beckons  ! ” 

Sway  back,  look  down,  make  a carressing  gesture  with  left  hand,  as 
if  soothing  Minnehaha,  hand  in  the  altitude  of  tenderness. 

Ah  ! ” said  she,  the  eyes  of  Paiiguk 
Glare  upon  me  in  the  darkness. 

Start  back  in  terror,  throwing  out  both  arms  in  repulsion,  as  if  warding 
off  the  spirit ; body  moving  back  towards  left,  eyes  to  right  and  fixed 
upon  the  spirit;  expression  of  terror  upon  face. 

I can  feel  his  icy  fingers 
Clasping  mine  amid  the  darkness  ! 

Place  the  right  foot  back  of  the  left,  and  crouch  as  low  as  possible, 
bending  both  knees;  clutch  breast  convulsively  with  both  hands;  ex 
pression  of  wild  horror  upon  face. 

Hiawatha  ! 

Start  forward,  throwing  out  both  arms  in  wild  terror  and  appeal. 

Hiawatha  ! ’’ 

Reel  backward,  throwing  arms  up  in  despair  and  clutching  head. 

And  the  desolate  Hiawatha, 

Far  away  amid  the  forest. 

Miles  away  amid  the  mountains. 

Sway  forward,  slowly  raising  arms,  and  upon  the  word  “ miles,”  send 
them  out  with  force.  • 

Heard  that  sudden  cry  of  anguish. 

Heard  the  voice  of  Minnehaha 
Calling  to  him  in  the  darkness. 

Clasp  the  hands  and  bring  them  to  breast,  turning  head  to  left,  in  a 
listening  attitude;  expression  of  suspense  upon  face. 
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Hiawatha ! 

Slowly  carry  right  arm  out,  inclining  head  back  in  opposition;  head 
still  turned  to  left,  and  inclined  to  right,  as  if  listening. 

Hiawatha ! ” 

Lean  forward,  to  left,  bringing  right  hand  back  to  breast,  and  left  hand 
up  to  ear;  the  attitude  is  to  suggest  the  idea  of  the  Indian  listening 
intently;  an  intent  expression  upon  face. 

Over  snow-fields  waste  and  pathless, 

Carry  the  arms  out  to  the  side,  in  a broad,  descriptive  gesture,  encom- 
passing the  fields. 

Under  snow-encumbered  branches, 

Look  up  and  around,  as  if  at  the  trees;  carry  arms  up,  to  designate 
the  branches. 

Homeward  hurried  Hiawatha, 

Bring  arms  down  to  a little  below  the  level  of  shoulders,  and  carry 
them  to  the  front;  stroke  coming  upon  the  word  “ hurried.” 

Empty-handed, 

Open  arms  at  side,  in  attitude  of  revelation ; expression  of  hopeless- 
ness upon  face. 


heavy  hearted. 

Drop  arms  at  side. 

And  he  rushed  into  the  wigwam. 

Step  forward,  extending  both  arms  to  the  front  (hands  prone) ; stroke 
of  gesture  upon  the  word  “ rushed.” 

Saw  the  old  Nokomis  slowly 
Rocking  to  and  fro  and  moaning. 

Weight  on  forward  foot,  right  arm  extended  to  front,  left  arm  at  side, 
in  support  of  right;  anxious  expression  upon  face. 

Saw  his  lovely  Minnehaha 
Lying  dead  and  cold  before  him. 

Start  back,  bringing  hands  to  head;  expression  of  anguish  and  horror 
upon  face. 


MIGHT  NOT  LEAVE  HER  IN  THE  DARKNESS. 


r.. 


“ FROM  HIS  SLEEPLESS  BED  UPRISING, 

FROM  THE  BED  OF  MINNEHAHA, 

STOOD  AND  WATCHED  IT  AT  THE  DOORWAY, 
THAT  IT  MIGHT  NOT  BE  EXTINGUISHED.” 
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And  his  bursting  heart  within  him 
Uttered  such  a cry  of  anguish 

Bring  hands  to  heart  in  struggle,  elevating  shoulder. 

That  the  forest  moaned  and  shuddered 

Hands  still  upon  heart;  draw  back  in  awe. 

That  the  very  stars  in  Heaven 
Shook  and  trembled  with  his  anguish. 

Bring  clasped  hands  down  in  struggle,  raising  head  and  elevating 
shoulders. 

Then  they  buried  Minnehaha  ; 

In  the  snow  a grave  they  made  her, 

Slowly  turn  to  right,  looking  down,  as  if  at  the  grave,  hands  clasped 
easily  in  front  of  body ; expression  of  pity  upon  face. 

In  the  forest  deep  and  darksome, 

Shrink  back  in  awe,  bring  clasped  hands  to  breast,  looking  around,  as 
if  through  the  forest. 

Underneath  the  moaning  hemlocks  ; 

Same  attitude,  shrink  still  further  back,  look  up,  as  if  at  the  trees. 

Clothed  her  in  her  richest  garments. 

Wrapped  her  in  her  robes  of  ermine. 

Covered  her  with  snow,  like  ermine  ; 

Slowly  carry  arms  out  to  side,  hands  prone,  making  a broad  gesture, 
looking  down,  as  if  at  Minnehaha. 

Thus  they  buried  Minnehaha. 

Slowly  drop  arms  to  side. 

And  at  night  a fire  was  lighted, 

On  her  grave  four  times  was  kindled. 

Raise  right  arm  slowly  to  front,  hand  prone,  to  about  level  of  waist. 
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For  her  soul  upon  its  journey 
To  the  Islands  of  the  Blessed. 

Raise  right  arm  slowly  towards  Heaven,  raising  head. 

From  his  doorway  Hiawatha 
Saw  it  burning  in  the  forest, 

Slowly  drop  right  arm  to  side,  and  clasp  hands  in  front  of  body ; look 
towards  front,  as  if  watching  the  fire;  expression  of  hopeless  sorrow 
upon  face. 

Lighting  up  the  gloomy  hemlocks ; 

Looking  up  and  around,  as  if  at  the  trees. 

From  his  sleepless  bed  uprising, 

From  the  bed  of  Minnehaha, 

Stood  and  watched  it  at  the  doorway. 

That  it  might  not  be  extinguished. 

Slowly  sway  forward,  raising  right  hand  (hand  prone),  to  about  the 
level  of  shoulder;  intent  expression  upon  face. 

Might  not  leave  her  in  the  darkness. 

Wave  arm  to  right,  head  turning  to  left  (see  illustration). 

FareAvell ! ’’  said  he,  Minnehaha  ! 
Farewell,  0 my  Laughing  Water ! 

Clasp  hands  in  front  of  body  in  struggle,  and  slowly  raise  them  to 
breast,  elevating  shoulders;  expression  of  anguish  upon  face. 

All  my  heart  is  buried  with  you. 

All  my  thoughts  go  onward  with  you ! 

Extend  arms  to  front  and  slightly  raise  them,  hands  supine. 

Come  not  hack  again  to  labor. 

Wave  the  arms  slightly  out  to  sides. 

Come  not  back  again  to  suffer. 
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Where  the  Famine  and  the  Fever 

Bring  hands  slowly  to  breast,  clasping  them  tightly,  and  slightly  ele- 
vating shoulders. 

Wear  the  heart  and  waste  the  body. 

Bring  clasped  hands  down  slowly,  elevating  shoulders,  and  inclining 
head  forward  in  opposition. 

Soon  my  task  will  he  completed, 

Extend  arms  at  side,  palm  of  hand  to  front,  look  toward  right. 

Soon  your  footsteps  I shall  follow 
To  the  Islands  of  the  Blessed, 

To  the  Kingdom  of  Ponemah, 

Slowly  raise  arms  to  Heaven,  looking  up;  expression  of  rapture  upon 

face. 

To  the  Land  of  the  Hereafter ! ” 

Bring  hands  to  breast  and  cross  them,  bowing  head  in  opposition. 


THE  STORY  OF  THE  FAITHFUL  SOUL. 


The  lines  having  the  double  rule  against  them  have  been  omitted 
from  the  pantomime. 

The  fettered  spirits  linger 
In  purgatorial  pain, 

With  penal  fires  effacing 

Their  last  faint  earthly  stain, 

Which  life’s  imperfect  sorrow 
Had  tried  to  cleanse  in  vain. 

Yet  on  each  feast  of  Mary 
Their  sorrows  find  release. 

For  the  great  archangel  Michael 
Comes  down  and  bids  it  cease  ; 

And  the  name  of  these  brief  respites 
Is  called  “ Our  Lady’s  Peace.” 

Yet  once  — so  runs  the  legend  — 

When  the  archangel  came, 

And  all  these  holy  spirits 
Rejoiced  at  Mary’s  name. 

One  voice  alone  was  wailing. 

Still  wailing  on  the  same. 

And  though  a great  Te  Deum 
The  happy  echoes  woke, 

This  one  discordant  wailing 

Through  the  sweet  voices  broke ; 

So  when  Saint  Michael  questioned, 

Thus  the  poor  spirit  spoke  : 
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“ I am  not  cold  or  thankless, 
Although  I still  complain  ; 

I prize  our  Lady’s  blessing, 
Although  it  comes  in  vain 

To  still  my  bitter  anguish. 

Or  quench  my  ceaseless  pain. 

“ On  earth  a heart  that  loved  me 
Still  lives  and  mourns  me  there, 

And  the  shadow  of  his  anguish 
Is  more  than  I can  bear ; 

All  the  torment  that  I suffer 
Is  the  thought  of  his  despair. 

“ The  evening  of  my  bridal 
Death  took  my  life  away; 

Not  all  love’s  passionate  pleading 
Could  gain  an  hour’s  delay. 

And  he  I left  has  suffered 

A whole  year  since  that  day. 

“ If  I could  only  see  him,  — 

If  I could  only  go 

And  speak  one  word  of  comfort 
And  solace,  — then  I know 

He  would  endure  with  patience 
And  strive  against  his  woe.” 


Thus  the  archangel  answered  : 

“ Your  time  of  pain  is  brief, 
And  soon  the  peace  of  heaven 
Will  give  you  full  relief ; 
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Yet  if  his  earthly  comfort 

So  much  outweighs  your  grief, 

“Then,  through  a special  mercy, 

I offer  you  this  grace,  — 

You  may  seek  him  who  mourns  you. 
And  look  upon  his  face, 

And  speak  to  him  of  comfort 
For  one  short  minute’s  space. 

“ But  when  that  time  is  ended. 

Return  here,  and  remain 

A thousand  years  in  torment, 

A thousand  years  in  pain  : 

Thus  dearly  must  you  purchase 
The  comfort  he  will  gain.” 

The  lime-tree’s  shade  at  evening 
Is  spreading  broad  and  wide  ; 

Beneath  their  fragrant  arches. 

Pace  slowly,  side  by  side. 

In  low  and  tender  converse, 

A bridegroom  and  his  bride. 

The  night  is  calm  and  stilly. 

No  other  sound  is  there 

Except  their  hapj^y  voices  ; 

What  is  that  cold,  bleak  air 

That  passes  through  the  lime-trees. 

And  stirs  the  bridegroom’s  hair? 

While  one  low  cry  of  anguish, 

I Like  the  last  dying  wail 
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Of  some  dumb,  hunted  creature, 

Is  borne  upon  the  gale  : 

Why  does  the  bridegroom  shudder, 
And  turn  so  deathly  pale? 

Near  purgatory’s  entrance 
The  radiant  angels  wait ; 

It  was  the  great  Saint  Michael 
Who  closed  that  gloomy  gate, 

When  the  poor  wandering  spirit 
Came  back  to  meet  her  fate. 

“ Pass  on,”  thus  spoke  the  angel : 
Heaven’s  joy  is  deep  and  vast ; 

Pass  on,  pass  on,  poor  spirit. 

For  heaven  is  yours  at  last ; 

In  that  one  minute’s  anguish 

Your  thousand  years  have  passed.” 
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BY  ADELAIDE  ANNE  PROCTOR. 


FOUNDED  ON  AN  OLD  FRENCH  LEGEND. 


The  beauty  of  this  pantomime  depends  upon  the  delicacy  of  its 
action;  every  varying  emotion,  of  which  there  are  so  many,  must 
be  clearly  shown.  The  contrast  between  the  joyful  and  eager  an- 
ticipation of  the  first  journey  to  the  earth,  and  the  crushed,  hope- 
less despair  of  the  journey  back  to  Heaven,  is  a very  fine  distinction, 
and  must  be  brought  out  clearly.  Then,  the  expression  of  amaze- 
ment, which  changes  to  anguish,  the  growth  of  that  anguish  after 
the  spirit  discovers  her  lover,  and  realizes  his  faithlessness,  and,  fin- 
ally, the  change  from  a stony,  despairing,  almost  indifferent  resigna- 
tion, to  her  fate;  to  the  pure,  loving,  reverened  peacefulness  Avhich 
pervades  her  being,  as  she  hears  the  welcome  words  of  the  saint, 
telling  her  to  pass  on  to  the  joy  and  peace  of  Heaven,  that  she  has 
passed  through  her  thousand  years  of  torment  in  that  supreme 
moment  of  anguish  upon  earth. 

In  my  opinion,  this  is  the  most  beautiful  of  all  the  pantomimes, 
and  in  it  the  power  of  pantomimic  expression  is  clearly  shown,  and 
if  given  well,  will  create  a profound  impression  upon  an  audience. 

It  is  best  to  have  the  entire  poem  read,  or  recited,  before  giving 
the  pantomime,  in  order  that  the  audience  may  fully  understand  its 
meaning,  and  one  can  readily  see  it  would  detract  greatly  from  the 
beauty  of  the  pantomime  to  allow  any  reading  while  it  was  in 
progress. 
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The  action  of  this  pantomime  begins  at  the  point  where  the  spirit 
stands  in  hopeless  despair  and  despondency  before  Saint  Michael, 
and  explains  to  him  the  reason  of  her  sadness. 


V. 


I am  not  cold  or  thankless, 

Although  I still  complain  ; 

Stand  in  an  attitude  of  despondency,  hands  clasped  in  front  of  body, 
head  bowed  upon  the  breast. 

I prize  our  Lady’s  blessing, 

Raise  head  and  look  up,  as  if  addressing  the  saint;  expression  of 
hopelessness  upon  the  face. 

Altliouo'h  it  conies  in  vain 

O 

Raise  right  arm,  and  wave  it  to  right,  in  pathetic  repulsion,  head 
turning  to  left. 

To  still  my  bitter  longing. 

Bring  hand  to  breast,  and  turn  head  to  front. 

Or  quench  my  ceaseless  pain. 

Bow  head  and  press  hand  upon  heart. 


VI. 

On  earth  a heart  that  loved  me 
Still  liv^es  and  mourns  me  there. 

Step  for\yard  and  point  downward,  with  forefinger  of  right  hand,  to 
suggest  pointing  down  to  earth. 

And  the  shadow  of  his  anguish. 

Clasp  hands  in  struggle,  elevating  shoulders,  and  depress  head. 
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Is  more  than  I can  bear ; 

The  struggle  should  grow  more  intense,  turn  to  left,  to  suggest  the 
idea  of  turning  away  from  the  saint  to  hide  her  emotion. 

All  the  torment  that  I suffer 
Is  the  thought  of  his  despair. 

Still  show  struggle,  with  the  hands  and  shoulders;  raise  head  and 
slowly  turn  it  to  right,  and  fix  the  eyes  upon  the  spirit,  keeping  body 
turned  to  left. 


VII. 

The  evening  of  my  bridal 
Death  took  my  life  away ; 

Eyes  still  upon  the  saint,  turn  body  slowly  to  right,  hands  still 
clasped. 

Not  all  love’s  passionate  pleading 

Clasp  hands  tightly,  bring  them  towards  breast,  bowing  head,  and, 
upon  the  word  “ pleading,”  throw  arms  out  passionately,  head  moving 
backward. 

Could  gain  an  hour’s  delay 

Cl&sp  hands  tightly,  bring  them  towards  breast  in  struggle,  elevating 
shoulders  and  depressing  head,  then  carry  hands  down,  in  struggle, 
raising  head. 

And  he  I left  has  suffered 
A whole  year  since  that  day. 

Hands  clasped  in  front  of  body,  head  bowed  upon  breast. 


VIII. 

If  I could  only  see  him,  — 

If  I could  only  go 
And  speak  one  word  of  comfort 
And  solace,  — 

Slowly  raise  head. 
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then  I know 
He  would  endure  with  patience 

Extend  right  arm  to  right,  toward  the  spirit,  hand  supine. 

And  strive  against  his  woe.’’ 

Wave  arm  to  right,  hand  prone,  head  to  left,  in  pathetic  repulsion, 
then  drop  arm  to  side,  bowing  head  over  left  shoulder. 


IX. 


Stand  in  this  attitude  throughout  the  words: 

Your  time  of  pain  is  brief, 
And  soon  the  peace  of  heaven 
Will  give  you  full  relief ; 

Yet  if  his  earthly  comfort 

So  much  outweighs  your  grief, 


X. 


Upon  the  following  lines 

Then,  through  a special  mercy, 

I offer  you  this  grace,  — 

Slowly  raise  head,  expression  of  wonderment  on  face;  the  head  and 
body  must  not  be  turned  as  it  is  raised. 

You  may  seek  him  who  mourns  you, 

And  look  upon  his  face. 

Turn  head  to  right,  and  fix  the  eyes  upon  the  saint,  an  expression  of 
great  joy  upon  the  face;  clasp  hands  in  delight. 

And  speak  to  him  of  comfort 
For  one  short  moment’s  space. 

Turn  body  to  right,  hands  still  clasped,  eyes  still  fixed  upon  the  saint, 
face  expressive  of  the  greatest  joy. 
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XI. 

But  when  that  time  is  ended^ 

Return  here,  and  remain 
A thousand  years  in  torment, 

A thousand  years  in  pain  : 

Thus  dearly  must  you  purchase 
The  comfort  he  will  gain.” 

Stand  before  the  saint,  with  hands  clasped,  head  bowed  in  reverence 
and  gratitude. 

The  remainder  of  the  pantomime  must  be  done 
with  no  words  for  a guide. 


The  next  movement  is  to  suggest  the  idea  of  the  spirit  flying  down  to  the 
earth.  Slowly  rise  upon  the  toes,  having  one  foot  in  advance  of  the  other, 
slowly  raising  both  arms  with  hands  relaxed  and  depressing  head;  raise  the  right 
arm  almost  directly  to  the  front,  and  the  left  arm  obliquely  to  the  left;  this 
movement  must  be  made  very  slowly  and  gracefully,  otherwise,  it  will  be 
almost  ridiculous. 

When  the  position  is  attained,  hold  it  a second,  then  slowly  return,  bringing 
arms  down  gracefully  and  easily,  depressing  wrist  and  raising  head;  bring  the 
arms  down  till  the  position  of  the  illustration  upon  page  193  is  attained. 


The  spirit  is  now  supposed  to  have  reached  the 
earth. 


The  next  movement  in  the  pantomime  is  to  illustrate  the  search  of  the  spirit  for 
her  lover.  Slowly  bring  right  hand  towards  eyes  (left  hand  moving  toward  body 
in  sympathy  with  the  right),  to  suggest  intensity  in  the  search,  simultaneously 
swaying  forward  and  bending  head  forward,  slightly,  in  opposition  to  movement 
of  arms  and  hands. 

Now  slowly  turn  to  left,  right  arm  moving  out  to  right,  in  support  of  the  left 
arm,  which  should  move  to  left,  the  hand  held  easily  and  gracefully,  but  expres- 
sively, and  following  the  direction  of  the  eyes.  Bend  the  knee  of  advanced  leg 
(the  left),  and  incline  body  forward.  Now  sway  back,  bringing  hands  to  breast, 
head  and  eyes  moving  to  front.  Again  sway  forward,  carrying  right  arm  to 
front  and  left  arm  moving  toward  left  in  sympathy ; slowly  turn  to  right,  mov- 
ing arms  until  position  of  illustration  is  again  attained.  The  eyes  must  move 
slowly  and  searchingly,  following  the  direction  of  the  arms  and  hands,  and  the 
face,  as  w'ell  as  all  the  movements  of  the  body,  must  express  the  greatest  eager- 
ness and  intensity.  The  face  must  also  express  joyful  anticipation. 

At  the  point  where  the  spirit  discovers  her  lover,  start  back  with  a low  cry, 
rather  more  of  surprise  and  disappointment,  than  of  anguish,  as  the  spirit  does 
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not,  as  yet,  realize  the  fact  that  her  lover  is  false.  Bring  right  hand  to  head, 
and  press  left  hand  upon  heart.  Hold  this  attitude  an  instant,  in  stunned 
amazement;  then,  as  the  dreadful  truth  begins  to  dawn  upon  her,  slowly  sway 
forward  toward  them,  pressing  both  hands  upon  heart,  as  if  not  crediting  the 
evidence  of  her  .eyes,  — she  must  hear  their  conversation. 

Then,  as  the  truth  grows  upon  her,  the  expression  of  the  face  changes  to 
anguish;  with  a low  wail  of  anguish,  she  staggers  back,  throwing  up  both  arms 
(hands  clenched),  in  despairing  abandon,  head  thrown  back.  Now  throw  left 
arm  over  head,  covering  face  with  right,  head  turned  to  left  (see  page  152). 
Hold  this  attitude  a moment,  then  slowly  reverse  it,  turning  head  to  right  and 
carrying  right  arm  over  head  and  covering  face  with  left.  Hold  this  an  instant, 
then  slowly  sink  down  in  utter  despair  (attitude  same  as  that  upon  page  153, 
only  covering  face  with  both  hands).  Hold  this  attitude  an  instant,  then  slowly 
rise,  hands  clasped  in  struggle,  face  expressing  the  most  intense  and  utter 
despair  and  anguish.  Stand  for  an  instant  with  head  bowed. 

The  next  movement  is  the  same  as  in  the  first  of  the  pantomime,  where  the 
spirit  flies  to  earth,  but  the  expression,  both  of  face  and  body,  must  be  widely 
different 

In  the  first  flight,  it  was  that  of  eager,  joyful  anticipation,  now  it  must  be  one 
of  utter,  hopeless  despair.  As  you  return  to  normal  position,  after  rising  upon 
the  toes,  slowly  bring  arms  down  to  side  and  raise  head. 

The  spirit  is  now  supposed  to  stand  before  St.  Michael,  awaiting  her  doom. 
Bow  head,  hands  hanging  easily  at  side,  face  expressing  resignation  to  her  fate. 
As  she  hears  the  words  of  the  saint,  which  tells  her  to  pass  on,  she  raises  her 
head  and  clasps  her  hands  in  joy,  looks  at  him  a moment,  then  bows  her  head  and 
crosses  both  hands  upon  her  breast  in  peacefulness  (see  illustration,  page  189). 


CATHEDRAL  SCENE  FROM  GOETHE’S 


FAUST. 


MUSIC  BY  GOUNOD. 


This  scene  can  hardly  be  called  a pantomime  proper,  as  ISIarguerite 
must  speak  her  words,  but  she  shows  in  pantomime  the  effect  pro- 
duced upon  her  by  the  words  of  INlephistopheles,  and  the  chanting  of 
the  church  choir. 

Of  course  the  effect  is  greatly  heightened  if  the  reciter  is  dressed 
in  ^Marguerite’s  costume.  If  the  scene  is  given  with  stage  setting,  and 
a Mephistopheles  and  demons.  Marguerite’s  action  will  be  substan- 
tially the  same,  only  greatly  enlarged,  and,  instead  of  suggesting 
kneeling,  must  sink  directly  down  upon  the  knees. 

The  performer  can  use  as  much  or  as  little  of  the  music  as  is 
desirable.  If  given  as  a simple  recitation,  without  stage-setting, 
it  is  best  to  have  only  the  last  two  or  three  bars  played,  before  the 
performer’s  entrance.  Organ  music  is  of  course  to  be  preferred,  but 
it  >5  much  more  convenient,  as  a rule,  to  use  a piano.  The  musician 
must  be  a thoroughly  good  performer.  I have  given  the  stage* 
directions  for  use  in  a stage  performance  of  the  scene. 
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Coro  di  Dkmo'ni.  (di  dentro.) 
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FAUST. 


WHO  CALLS  ME? 


FAUST. 


201 


202 


FA  U ST. 


FAUST. 
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FAUST. 


WAIT  BUT  TILL  THOU  SHALT  COME. 


FA  usr. 
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FAUST. 


“and  I,  THE  FRAILEST  OF  THE  FRAIL 

HAVE  MOST  NEED  OF  YOUR  FORGIVENESS.” 


FAUST. 
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FAUST. 


CATHEDRAL  SCENE 


ARRANGED  FOR  PANTOMIME. 


Marguerita  enters  slowly  and  hesitatingly.  She  crosses  herself,  and  sinks 
slowly  upon  her  right  knee  (remember  only  to  suggest  kneeling,  do  not  allow 
tlic  knee  to  touch  the  floor,)  clasping  her  hands  and  bowing  her  head,  she  re- 
mains in  this  attitude  throughout  the  lines; 

0 Thou  ! who  on  thy  throne 
Giv’st  an  ear  for  repentance, 

Here  before  Thy  feet  let  me  pray ! 

Hold  this  attitude  throughout  the  two  bars  of  music  which  forms  the 
interlude  between  the  end  of  iMarguerita’s  speech  and  the  beginning  of 
that  of  Alephistopheles. 

Now  comes  the  music,  representing  the  words  of  Alephistopheles.  It 
is  best  to  play  the  air,  together  with  as  much  of  the  accompaniment  as 
possible,  as  the  air  forms  somewhat  of  a guide  for  Alarguerita’s  action. 

Mejjli.  No  ! thon  shalt  pray  no  more  ! 

No  ! thon  shalt  pray  no  more  ! 

Let  her  know  ere  she  prayeth, 

Demons  of  111, 

What  is  in  store  ! 

Marguerita  raises  her  head,  and  looks  around  in  wonderment,  with 
the  words  “ Let'  her  know  ere  she  prayeth,”  etc.,  the  face  should 
express  both  wonderment  and  dread  throughout  the  interlude  (which 
may  all  be  played  or  not),  this  attitude  is  held,  with  a slight  shrinking 
and  the  expression  of  dread  deepening. 

Cl  ion  IS  of  Demons  : Marguerita  ! 

She  starts  up  with  the  words: 

Alor.  : Who  calls  me  ? 

Hands  pressed  upon  her  heart,  expression  of  suspense  upon  face. 

Chor. : Marguerita  ! 

]\[ar. : I falter,  afraid  ! 

Marguerita  steps  forward,  hesitatingly,  extending  right  hand  to  front, 
in  a faltering  manner,  left  hand  pressed  upon  her  heart,  expression  of 
pitiful  terror  upon  her  face. 
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Oh ! save  me  from  myself. 

Clasping  her  hands  and  stepping  forward  and  looking  upward. 

Has  even  now  the  hour  of  torture  beo'an  ? 

o 

Bring  hands  down  in  struggle,  elevating  the  shoulders  and  bowing 
head  toward  the  left  shoulder  (hold  this  attitude  throughout  the  short 
interlude). 

Meph.  : Recollect  the  old  time  when  the 
angels  caressing 
Did  teach  thee  to  pray ! 

Recollect  how  thoii  earnest  to  ask  for  a 
blessing 

At  the  dawn  of  the  day  ! , 

Marguerlta  lifts  her  head,  listens  intently,  slowly  raises  her  hands  to 
her  breast,  expression  of  joyful  remerubrance  upon  her  face. 

When  thy  feet  did  fall  back,  and  thy 
breath  it  did  falter  as  though  to  ask 
for  aid ; , 

Holds  the  same  attitude,  but  the  smile  begins  to  fade  from  her  face. 

Recollect  thou  wast  then  of  the  rite  and 
the  altar 

In  thine  innocence  afraid. 

She  shrinks  back,  pressing  left  hand  tightly  upon  her  heart,  and  put- 
ting up  right  in  repulsion  before  face,  bowing  head  and  turning  to  left,  as 
if  to  shut  out  the  thought  of  her  former  innocence. 

And  now  be  glad,  and  hear, 

Marguerita  again  leans  forward,  clasping  both  hands,  and  attentively 
listens.  With  the  words: 

thy  playmates  do  claim  thee 
From  below,  to  their  home  ! 


She  shrinks  back  in  terror. 


IT  BIXDETH  A CORD  P.OUiND  MY  RROW,' 


FAC/ ST. 


217 


The  worm  to  welcome  thee,  the  fire  to 
warm  thee  ; 

Wait  but  till  thou  shalt  come  ! 

Shrink  still  further  back,  with  a gasp  of  horror,  bowing  her  head  and 
covering  her  ears,  as  if  to  shut  out  the  dreadful  words;  steps  forward, 
raises  her  head,  and  looks  fearfully  and  shrinkingly  around. 

3Icir,  : Ah  ! what  sound  in  the  gloom 
Is  beneath  me,  around  me  ? 

Carry  arms  out  in  a slightly  descending  gesture,  then  bring  them 
slowly  up,  and  in  towards  the  body;  the  words  suggest  the  gesture;  ex- 
pression of  dread  upon  face. 


Angels  of  wrath. 

Is  this  your  sentence  of  cruel  doom  ? 

Clasp  hands  and  look  up;  bow  head  with  the  last  three  words.  Choral 
by  the  worshipers  in  the  church. 

Chor,  : When  the  book  shall  be  unsealed. 
When  the  future  be  revealed, 

Marguerita  stands  with  bowed  head,  meekly  listening  to  the  chant  of 
the  worshipers. 


What  frail  mortal  shall  not,  shall  not 
yield  ? . » 

She  shivers,  and  bows  her  head  still  lower. 

Mar. : And  I,  the  frailest  of  the  frail 

Have  most  need  of  your  forgiveness. 

She  raises  her  head,  with  an  expression  of  pitiful  pleading  upon  her 
face,  steps  forward,  extends  hands  tremblingly,  in  revelation. 


Meph. : No  ! let  them  pray  ; let  them  weep, 

Marguerita  clasps  her  hands  tightly,  in  consternation. 

But  thy  sin  is  deep. 

She  meekly  bows  her  head. 
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too  deep  to  hope  forgiveness  ! 

Marguerita  starts  back,  with  an  anguished  cry,  wildly  clutching  hel 
head  with  both  arms,  an  expression  of  horror  upon  her  face. 

No  ! 

She  sinks  upon  her  knees,  wildly  clasping  her  hands  in  mute  appeal. 

No! 

She  raises  her  clasped  hands  passionately  to  Heaven,  in  anguished 
appeal. 

Chor. : Where  shall  human  sinner  be. 

How  lie  hid  in  earth  or  sea 

She  rises  to  her  feet,  and  leans  forward  in  an  agony  of  suspense  and 
dread,  to  hear  what  shall  be  the  fate  of  the  sinner,  pressing  left  hand  to 
heart  and  right  hand  to  head. 

To  escape,  escape 
Eternity  ? 

She  shrinks  back  into  a crouching  position,  turning  head  slightly  to 
left,  and  putting  up  both  hands  in  repulsion,  as  if  to  ward  off  the  terrible 
words. 

Mar. : Ah ! 

Marguerita  starts  up  and  rushes  forward,  as  if  trying  to  escape  from 
the  words  of  the  hymn,  throwing  her  arms  out  in  passionate  abandon. 

the  hymn  is  around  and  above  me. 

She  stops,  looks  around,  with  fear  expressed  upon  her  face,  making 
a slight,  descriptive  gesture,  with  the  arms  outward  and  upward. 

It  biiideth  a cord  round  my  brow  I 

She  clutches  her  head  tightly  with  both  hands,  an  expression  of  terror 
and  pain  upon  her  face. 

Meph. : Farewell  1 thy  friends  who  love  thee  1 
And  thy  guardians  above  thee  1 

Marguerita  slowly  brings  her  hands  down  from  her  head,  and  clasps 
them  in  struggle,  expression  of  anguish  upon  her  face. 

The  past  is  done. 

She  throws  her  left  arm  over  her  head,  with  a moan  of  anguish,  car- 
rying her  head  back,  and  covering  her  face  with  right  hand,  attitude  of 
bitter,  despairing  remorse. 


O THUU  ! WHO  ON  THY  THRONE 
GIV’ST  AN  EAR  FOR  REPENTANCE, 

HERE  BEFORE  THY  FEET  LET  ME  PRAY  ! ” 


“o  thou!  o thou!  on  thy  throne,  who  dost  hear  me. 

BY  THE  SIDE  OF  MY  GRAVE, 

LET  A TEAR  OF  MERCY  FALL  NEAR  ME,” 
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the  payment  now  ! 

She  sinks  down  in  attitude  of  despair,  bowing  her  head  forward  upon 
her  breast,  face  entirely  hidden  by  left  arm  and  right  hand. 

31(17'. : 0 Thou ! 0 Thou  ! on  thy  throne, 

who  (lost  hear  me, 

Kneeling,  with  hands  tightly  clasped,  eyes  raised  to  heaven. 

By  the  side  of  my  grave. 

Let  a tear  of  mercy  fall  near  me, 

Carry  clasped  hands  out  in  appeal. 

To  pity  and  save  ! 

Bring  clasped  hands  to  breast,  bowing  head. 

0 Thou ! on  thy  throne,  who  dost  hear 

Sink  still  lower  upon  the  knee,  tlyow  out  both  arms  in  a sudden 
passionate,  despairing  appeal. 

me,  who  dost  hear  by  the  side  of  my 
grave. 

Let  a tear  of  mercy  fall  near  me. 

Let  a tear  of  mercy  fall  near  me. 

Clasp  hands  tightly. 

To  aid  and  to  save  ! 

Throw  arms  up  in  despairing  abandon,  hands  tightly  clenched,  then 
sink  down  in  an  attitude  of  utter  prostration,  covering  the  face  with  the 
hands. 

3Ie2)h.  : Marguerita  1 

She  remains  in  the  same  attitude  of  utter  despair. 

’Tis  forever  mine  art  thou  ! 


Ah! 

She  gives  a wild  shriek,  throws  up  her  arms  in  abandon  and  falls.  Do 
not  attempt  the  fall  unless  giving  the  scene  with  stage-setting  and  the 
other  characters.  If  giving  it  simply  as  a pantomimic  recitation,  end  in 
this  manner:  Give  a wild  shriek,  throw  up  both  arms  and  clutch  head 
wildly,  then  bring  arms  down  to  side,  hands  clenched  in  struggle,  bow 
and  exit. 
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